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Iデげゲ hard to imagine anyone writing a learned social, cultural and political 
history of the hoodie. 
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Abstract 
The central aim of this thesis is to establish and explore what this thesis titles, the 
Hoodie Horror cycle. Asserting the cycle began with Kidulthood (2006) and lasted 
for ten years, ending with the 2016 film, Brotherhood, this thesis argues the Hoodie 
Horror cycle is a male-centric collection of films that takes its cue from the 
contemporary figure of the Hoodie, whilst drawing extensively upon the motifs, 
concerns and iconography of the tradition of the social realist film. Central to the 
representations across the films is the abject. Not a psychoanalytical model of the 
abject, but rather a socio-cultural theory of social abjection. There are two main 
tenets to this research. 
First, this thesis determines the Hoodie as what Imogen Tyler would term, a 
natｷﾗﾐ;ﾉ ;HﾃWIデく Eﾏヮﾉﾗ┞ｷﾐｪ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが デｴｷゲ デｴWゲｷゲ W┝;ﾏｷﾐWゲ 
both media and political rhetoric in the early years of the new millennium, 
establishing the Hoodie as a figure of neoliberal governmentality that seeks to 
demonise the underclass as a mechanism to gain public consensus for punitive 
penal measures and a decrease in welfare support.  
Secondly, an analysis of the films establishes the central iconography of the cycle, 
men, manors and monsters, whilst arguing the filmic strategies exploit the image 
and discourse of both the Hoodie and associative discourse of the council estate as 
ゲデｷｪﾏ;デｷゲWS デWヴヴｷデﾗヴ┞く IﾐゲヮｷヴWS H┞ T┞ﾉWヴげゲ デｴWﾗヴ┞ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが デｴW デｴWゲｷゲ 
asserts the employment of a socio-cultural model of abjection provides the 
platform for what this thesis conceptualises as the monstrous realism of the cycle. 
In so doing, the Hoodie Horror cycle can be situated in the histories of both the 
social realist text and the British horror film. Indeed, an overarching concern of this 
research is to assert how, in the Hoodie Horror film of the new millennium, horror 
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1.1 Representation matters 
The 2016 comedy Grimsby (Louis Leterrier, 2016) opens with a satirical sequence 
デｴ;デ ﾏﾗIﾆゲ けデｴW Iｴ;┗ ﾉｷaWゲデ┞ﾉWげ デｴ;デ ｴ;ゲ IﾗﾏW デﾗ ゲｷｪﾐｷa┞ Bヴｷデ;ｷﾐげゲ ヮﾗﾗヴく TｴW aｷﾉﾏ 
begins with Nobby (Sacha Baron Cohen) and his girlfriend Dawn (Rebel Wilson) 
fervently having sex to B┌ﾏヮ Nげ GヴｷﾐS by R. Kelly. The scene is shot entirely in close-
ups, but as Nobby finishes, the camera pulls away and we see that the couple are 
not alone in their bedroom, but in a public placeが ; a┌ヴﾐｷデ┌ヴW ゲｴﾗヮが けデWゲデ-Sヴｷ┗ｷﾐｪげ デｴW 
ﾏ;デデヴWゲゲく Aゲ ;ﾐ WIゲデ;デｷI NﾗHH┞ ゲ;┞ゲ けWWげﾉﾉ デ;ﾆW ｷデげが デｴW I;ﾏWヴ; I┌デゲ デﾗ デｴW ヴWS-faced 
and nauseated teenage shop assistant looking away in disgust. Parklife by Blur 
starts up with that instantly recognisable jangly guｷデ;ヴ ｴﾗﾗﾆが デｴW けOｷげが ;ﾐS デｴW aｷヴゲデ 
ゲヮﾗﾆWﾐ ﾉｷﾐWが けCﾗﾐaｷSWﾐIW ｷゲ デｴW ヮヴWaWヴWﾐIW aﾗヴ デｴW ｴ;Hｷデ┌;ﾉ ┗ﾗ┞W┌ヴぐげ 
It should be of no surprise that characters such as Nobby and Dawn are unabashed 
by a public display of sexual behaviour. As music and image combine, the figurative 
shorthand imbued in Parklife ;ﾐS NﾗHH┞げゲ MﾗS ｴ;ｷヴI┌デ ヮヴﾗﾏヮデゲ ﾗ┌ヴ I┌ﾉデ┌ヴ;ﾉ 
memory into contextualising identity and space. The joke of the scene plays on and 
plays up to our perceptual understanding of the underclass as vulgar and lacking in 
taゲデWが Iﾗﾐaｷｪ┌ヴWS ｷﾐ デｴW けIｴ;┗げが ; aｷｪ┌ヴW ┘ｴﾗ ｷゲ WﾐI;ヮゲ┌ﾉ;デWS ｷﾐ Hﾗデｴ NﾗHH┞ ;ﾐS 
D;┘ﾐく ‘く KWﾉﾉ┞が デｴW WヮｷデﾗﾏW ﾗa Hﾉ;Iﾆ AﾏWヴｷI;ﾐ ﾏ┌ゲｷI デｴ;デ ;ヮヮW;ﾉゲ デﾗ けIｴ;┗ゲげ aﾗヴ デｴW 
ﾏ;デWヴｷ;ﾉｷゲﾏ ;ﾐS けHﾉｷﾐｪげ ｷデ WﾏHﾗSｷWゲ ふ‘W┞ﾐﾗﾉSゲが ヲヰヱヲぎ ヲヴぶが ヮヴﾗ┗ｷSWゲ デｴW ｷSW;ﾉ ;ﾐデｴWﾏ 
for their impromptu sex session.  
The sequence continues with Nobby, sporting an England top and hair styled as 
Lｷ;ﾏ G;ﾉﾉ;ｪｴWヴげゲが I;ヴヴ┞ｷﾐｪ デｴW ﾏ;デデヴWゲゲ ｴﾗﾏW デｴヴﾗ┌ｪｴ デｴW SWヴWﾉｷIデ ゲデヴWWデゲ ﾗa 
Grimsby.  As Nobby journeys home we are introduced to the streets and residents 
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of his home town: teenage smoking mums sporting tracksuits and pushing prams, 
garbage riddled streets, derelict graffitied shops, abandoned cars, couples having 
sex in the street, lard-gutted slappers, wasters drinking in the day on the street, and 
overﾉﾗﾐｪ ケ┌W┌Wゲ aﾗヴ デｴW JﾗH CWﾐデヴWが ;ヴW ;ﾉﾉ ﾏﾗIﾆWS ｴWヴWが ゲWヴWﾐ;SWS H┞ Bﾉ┌ヴげゲ 
Parklife. Recognisable stereotypes and representations abound, absorbed into a 
Britpop celebratory new-lad narrative. Nobby oozes the 90s New Lad. The 
Gallagher-esque Mod haircut and England football shirt instantly locate Nobby as 
the retro swaggering underclass male with a love for music, football and a hearty 
national pride. The teenage pram-pushers に the chav mums に are recognisable by a 
けデヴ;ｷﾉ ﾗa a;ｪ WﾐSゲ ぐ H;ｪｪ┞ デヴ;Iﾆゲ┌ｷデ デヴﾗ┌ゲWヴゲ ぐ ｪﾗﾉS-ｴﾗﾗヮWS W;ヴヴｷﾐｪゲ ぐげ ふD;┗ｷSゲﾗﾐが 
2004: 14). The squalid streets strewn with litter and lined with neglected buildings, 
speak of the territorial stigma that has configured council estates in the popular 
ｷﾏ;ｪｷﾐ;ヴ┞ ;ゲ け┘;ヴWｴﾗ┌ゲWS ヮﾗ┗Wヴデ┞げく TｴW ゲWケ┌WﾐIW is a parody of what Owen Jones 
┘ﾗ┌ﾉS SWゲIヴｷHW ;ゲ デｴW けヮ;ヴ;ゲｷデｷI;ﾉ S┞ゲa┌ﾐIデｷﾗﾐ;ﾉ ┌ﾐSWヴIﾉ;ゲゲ ﾗa a;ｷﾉWS Iｷデｷ┣Wﾐゲげ ふJﾗﾐWゲが 
2012: 81).  
This comic set-piece is an ideal opening sequence for an underclass comedy as it 
rapidly constructs and sets expectations for identity and space specifically by 
W┝ヮﾉﾗｷデｷﾐｪ デｴW ;┌SｷWﾐIWげゲ ﾆﾐﾗ┘ﾉWSｪW ﾗa デｴW ゲデWヴWﾗデ┞ヮWゲ ;ﾐS ゲｷｪﾐｷaｷWヴゲ ﾗa デｴW 
underclass that prevail in contemporary British popular culture.  We recognise a 
けIｴ;┗げ ┘ｴWﾐ ┘W ゲWW ﾗﾐWぎ ゲﾉ;Iﾆ-jawed girls in tracksuits, sullen youths in hooded 
tops, adolescents in Burberry caps. As journalist Gina Davidson contemptuously 
ﾐﾗデWSが ｷa ┞ﾗ┌ デ;ﾆW デｴW IﾉﾗデｴWゲ ;ﾐSが けTｴヴﾗ┘ デｴWﾏ デﾗｪWデｴWヴが ;ﾉﾗﾐｪ ┘ｷデｴ ; ヮ;Iﾆ ﾗa 
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‘Wｪ;ﾉが ┞ﾗ┌ ｴ;┗W デｴW ┌ﾐｷaﾗヴﾏ ﾗa ┘ｴ;デ ｷゲ HWｷﾐｪ SWゲIヴｷHWS ;ゲ デｴW UKげゲ ﾐW┘ ┌ﾐSWヴIﾉ;ss 
に デｴW Iｴ;┗げ ふD;┗ｷSゲﾗﾐが ヲヰヰヴぎ ヱヴぶく  
Wｴ┞ Sﾗ ┘W ヴWIﾗｪﾐｷゲW ; けIｴ;┗げい けCｴ;┗げが ; デWヴﾏ aヴﾗﾏ ; ヮﾗヮ┌ﾉ;ヴｷゲWS ┗ﾗI;H┌ﾉ;ヴ┞ ﾗa 
class, became widely circulated in in the public arena in the early 2000s. Broadly 
;Iﾆﾐﾗ┘ﾉWSｪWS ;ゲ ;ﾐ ;Iヴﾗﾐ┞ﾏ aﾗヴ けCﾗ┌ﾐIｷﾉ Hﾗ┌ゲWS ;ﾐS VｷﾗﾉWﾐデげ ﾗヴ けCﾗ┌ﾐIｷﾉ Hﾗ┌ゲW 
AゲゲﾗIｷ;デWS VWヴﾏｷﾐげが デｴW デWヴﾏ ケ┌ｷIﾆﾉ┞ I;┌ｪｴデ デｴW ヮ┌HﾉｷI ｷﾏ;ｪｷﾐ;デｷﾗﾐ ;ﾐS HWI;ﾏW デｴW 
ヮWﾃﾗヴ;デｷ┗W デWヴﾏ aﾗヴ Bヴｷデ;ｷﾐげゲ ヮﾗﾗヴく ‘WヮW;デWS ;ゲゲﾗIｷ;デｷﾗﾐゲ ┘ｷデｴ ﾗデｴWヴ H┌┣┣┘ﾗヴSゲ aﾗヴ 
anti-ゲﾗIｷ;ﾉ HWｴ;┗ｷﾗ┌ヴが ゲ┌Iｴ ;ゲ けSﾗﾉW-ゲIヴﾗ┌ﾐｪWヴげが けｴﾗﾗﾉｷｪ;ﾐｷゲﾏげが ;ﾐS けデeenage-ﾏ┌ﾏゲげが 
in cumulative newspaper articles, TV programmes (Little Britainげゲ VｷIﾆ┞ Pﾗﾉﾉ;ヴS ;ﾐS 
Shameless), photographs and online blogs (Chav Townぶが ﾗヴｪ;ﾐｷゲWS デｴW けCｴ;┗げ ｷﾐ デｴW 
public imagination as slothful, work-shy, uneducated, culturally low and parasites of 
the state に all by choice に rather than by being disadvantaged by economic 
circumstances. Concurrently, New Labour redesigned citizenship around the binary 
of work/worklessness, inclusion/exclusion, reconfiguring poverty as a matter of 
choice and thus furthering the naturalisation of poverty and disadvantage (Tyler, 
2013: 161-6ヲぶく TｴW けIｴ;┗げ ┘;ゲ ┘ﾗ┗Wﾐ ｷﾐデﾗ ;ﾉﾉ ﾏ;ﾐﾐWヴ ﾗa ゲﾗIｷ;ﾉ ｷﾉﾉゲ ;ﾐS I;ﾏW デﾗ 
ゲ┞ﾏHﾗﾉｷゲW ; ヮWヴIWｷ┗WS ﾏﾗヴ;ﾉ SWIﾉｷﾐW ｷﾐ デｴW ﾐ;デｷﾗﾐく Iﾐ ヮ┌HﾉｷI I┌ﾉデ┌ヴW デｴW けIｴ;┗げ 
HWI;ﾏW ; aｷｪ┌ヴW ﾗa けﾏﾗIﾆWry, contempt and disgust (Tyler, 2013: 165) and indicative 
ﾗa けIﾉ;ゲゲ HｷﾉWげ ふTﾗ┞ﾐHWWが ヲヰヱヱぶ ;ﾐS けゲﾗIｷ;ﾉ ヴ;Iｷゲﾏげ ふB┌ヴIｴｷﾉﾉが ヲヰヱヱぶく WW ヴWIﾗｪﾐｷゲW デｴW 
けIｴ;┗げ HWI;┌ゲW ﾗa ヴWヮW;デWS a;HヴｷI;デｷﾗﾐゲ デｴヴﾗ┌ｪｴ ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴ;ﾉ aﾗヴﾏゲ ふFｷｪ ヱぶく 
The film sequence is crafted out of the political ideologies of New Labour and 
ヮ;ヴﾗSｷWゲ BヴﾗﾆWﾐ Bヴｷデ;ｷﾐが ｷﾐ┗ｷデｷﾐｪ デｴW ;┌SｷWﾐIW デﾗ Wﾐｪ;ｪW aヴWWﾉ┞ ｷﾐ デｴW けヮﾉW;ゲ┌ヴWゲ ﾗa 
ｴ;デヴWSげ ふBｷﾉﾉｷｪが ヲヰヰヱぎ ヲヶΑぶく Iﾐ Grimsby, animating the perceptual realities of buzz-
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words, the dole-scroungers, chav mums, chav-scum, teenage pram-pushers, 
congeal into the cinematic fiction and invite us to view those living in poverty 
デｴヴﾗ┌ｪｴ ; IﾗﾏWSｷI ヮヴｷゲﾏく WW I;ﾐ ﾉ;┌ｪｴ HWI;┌ゲW デｴW aｷｪ┌ヴW ﾗa デｴW けIｴ;┗げ ;ﾉﾉﾗ┘ゲ ┌ゲ 
デﾗ Iﾗﾐゲデｷデ┌デW ﾗ┌ヴゲWﾉ┗Wゲ けﾗデｴWヴ デｴ;ﾐ ヮﾗﾗヴげ ;ﾐS けﾗデｴWヴ デｴ;ﾐ I┌ﾉデ┌ヴ;ﾉﾉ┞ ﾉﾗ┘げく Ia ┘W 
;ヴWﾐげデ ; けIｴ;┗げ デｴWﾐ ┘W ｴ;┗W ゲデ┞ﾉWく E┝デWﾐSｷﾐｪ ┗ｷゲｷHｷﾉｷデ┞ デﾗ ﾏ;ヴｪｷﾐ;ﾉｷゲWS Iﾗﾏﾏ┌ﾐｷデｷWゲ 
in such cultural enterprises as underclass comedies に here specifically Grimsby に 
SﾗWゲ ﾐﾗデ ヮヴﾗヮﾗゲW デﾗ WﾐヴｷIｴ I┌ﾉデ┌ヴ;ﾉ ﾆﾐﾗ┘ﾉWSｪW ﾗヴ けﾏ;ﾆW ┗ｷゲｷHﾉWげ ﾏ;ヴｪinalised 
communities.  
The reasoning for beginning with Grimsby is not only because it is an example of 
film explicitly exploiting contemporary British cultural stereotypes, but for how the 
opening sequence resonates with the overarching interests of my research: 
discourse and representation; concerns and themes of class, gender and identity; 
;ﾐS aｷﾉﾏげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ ┘ｷデｴ a;ゲｴｷﾗﾐ ;ﾐS ﾏ┌ゲｷIく M┞ ヴWゲW;ヴIｴ ;SSヴWゲゲWゲ デｴW HﾗﾗSｷW 
Horror cycle, a loose-knit collection of films that, as does Grimsby, draws upon 
contemporary visions of a British underclass. Loosely contextualising the films 
within a framework for conceptualising film cycles, and specifically locating the 
cycle within two canons of British cinema history に horror and social realism に my 
research succeeds previous scholarship on British cinema by undertaking a 
sociocultural approach to British film. By this I mean not only approaching film as a 
cultural product, but also seeking a wider cultural contextualisation. To distinguish 
the Hoodie Horror, my research involves understanding the impact of a broader 
British culture on the films and untangling the function of fashion, music, media and 
politics, and the interplay between all, in the construction of representation and 
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space. The primary aim is to examine how the abject discourse of the Hoodie is 
cinematically animated, and how the animation engages with film form in the cycle.   
In short, this thesis is on the filmic strategies for representing the underclass in the 
Hoodie Horror cycle. This thesis asserデゲ デｴW I┞IﾉW HWｪｷﾐゲ ┘ｷデｴ MWﾐｴ;ﾃ H┌S;げゲ ヲヰヰヶ 
film, Kidulthood ;ﾐS IﾉﾗゲWゲ ┘ｷデｴ NﾗWﾉ Cﾉ;ヴﾆWげゲ ヲヰヱヶ aｷﾉﾏが Brotherhood, the third film 
in the Hood trilogy. Along with these two texts, the films that formulate the cycle 
are: Adulthood (Noel Clarke, 2008), Eden Lake (James Watkins, 2008), The 
Disappeared (Johnny Kevorkian 2008), Harry Brown (Daniel Barber 2009), 
Heartless (Philip Ridley 2009), Cherry Tree Lane (Paul Andrew Richards 2010), F 
(Johannes Roberts 2010), Citadel (Ciaran Foy 2012), Community (Jason Ford 2012), 
Ill Manors (Ben Drew 2012), Piggy (Kieron Hawkes 2012), and The Selfish Giant (Clio 
Barnard 2013). As you can see, the thesis constructs the cycle on feature length 
films that have received a theatrical release. I have provided a synopsis for each 
film, all of which you can find in the appendix. With a focus on the figure of the 
Hoodie1 and council estates, my research will establish the relationship between 
the media and political discourses of both, and their representations in the films. 
Drawing ┌ヮﾗﾐ IﾏﾗｪWﾐ T┞ﾉWヴげゲ デｷﾏWﾉ┞ ┘ﾗヴﾆ ﾗﾐ ;HﾃWIデ ゲデ;デWゲ ｷﾐ ; ﾐWﾗﾉｷHWヴ;ﾉ 
contemporary Britain, this thesis will situate both Hoodie and council estate within 
T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐ ;ﾐS ;ヴｪ┌W aﾗヴ デｴW IｷﾐWﾏ;デｷI ;ﾐｷﾏ;デｷﾗﾐ ﾗa デｴW 
abject that fastens the cycle. Exploring the filmic strategies, my research posits 
these abject states are subjected to a process of horrorisation in transferring the 
representations from the public imagination to the screen, a process that furthers 
                                                             
1 Within this thesis when Hoodie is capitalised, it is referring to the symbolic figure; when 
hoodie is in lower case, it is referring to the garment.  
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their abjection. In so doing, I argue the films are inflected with neoliberal ideology 
and are inherently political, despite any perceived absence of design. Furthermore, 
this project will survey how the cycle is influenced by two imposing canons of 
British cinema, the social realist venture and the horror film, and establish it within 
both legacies. Overall, by privileging the abject state, this thesis will propose how 
horror became the new realism in British cinema of the 2000s. This introduction will 
proceed as follows. First, I introduce the films that begin and close the cycle and 
how they engage with neoliberal ideology, specifically in the figure of the Hoodie. 
Here I also introduce a key term, monstrous realism, which this thesis asserts is the 
realism of the films and one formulated from two traditions of British cinema, the 
horror film and the social realist text. Next, I will expand on what the Hoodie Horror 
is. Here, the thesis engages with the challenges of constructing a cycle based on 
differing film forms and in a national cinema context outside of Hollywood. I assert 
how the abject, in the form of social abjection and most notably in the neoliberal 
figure of the Hoodie, provides the cohesive platform that unites the films into the 
Hoodie Horror cycle and expand further on why neoliberal ideology is crucial in 
illuminating the cycle. Furthermore, I will place the cycle within a historical 
trajectory of British cinema and develop the term, monstrous realism. This will then 
be followed by a statement on race and gender. The statement is succeeded by an 
exploration of how the cycle engages with the genre and concept of horror, 
aﾗﾉﾉﾗ┘WS H┞ デｴW ﾉｷデWヴ;デ┌ヴW ヴW┗ｷW┘ ﾗa デ┘ﾗ ﾆW┞ デW┝デゲ aﾗヴ デｴｷゲ デｴWゲｷゲが Jﾗｴﾐﾐ┞ W;ﾉﾆWヴげゲ 
research on the Hoodie Horror taken from his 2016 work, Contemporary British 
Horror Cinema: industry, genre and society, and Imogen Tyler╆s theorizing of 
social abjection, a paradigm which underpins this thesis. Lastly, the 
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introduction closes with the Fashion of Fear, which is an analysis of the media 
and political animation of the Hoodie and council estates employing Tyler╆s 
theory of social abjection.  
As introduced earlier, the Hoodie Horror cycle is a loose-knit collection of films 
straddling the breadth of British cinematic genres and film-making practices. The 
first filﾏゲ ﾗa デｴW I┞IﾉW ┘WヴW MWﾐｴ;ﾃ H┌S;げゲ ヮヴﾗ┗ﾗI;デｷ┗Wが ｷa ;デ デｷﾏWゲ ゲWﾐゲ;デｷﾗﾐ;ﾉが 
teenage drama Kidulthood ふMWﾐｴ;ﾃ H┌S;が ヲヰヰヶぶが ｷデゲ aﾗﾉﾉﾗ┘ ┌ヮが NﾗWﾉ Cﾉ;ヴﾆWげゲ Hヴ┌デ;ﾉ 
tale of redemption and hope on a council estate in Adulthood (Noel Clarke, 2008), 
;ﾐS J;ﾏWゲ W;デﾆｷﾐゲげ generic tour de force, Eden Lake (James Watkins, 2008). The 
cycle comes to a close quite appropriately with the final film of what has come to 
HW ﾆﾐﾗ┘ﾐ ;ゲ NﾗWﾉ Cﾉ;ヴﾆWげゲ けHood デヴｷﾉﾗｪ┞げが Brotherhood (Noel Clarke, 2016), a film 
criticized in many reviews as uneven, predictable and misogynist: the film credits 
WﾉW┗Wﾐ ┘ﾗﾏWﾐ ;ゲ けゲWﾏｷ-ﾐ┌SW ┘ﾗﾏ;ﾐげ ﾗヴ けゲW┝-ゲﾉ;┗Wげ ふBヴ;┞が ヲヰヱヶぶく TｴW Sﾗ┘ﾐ┘;ヴS 
trajectory of the Hood trilogy from creative film-making to genre fodder coincides 
with the ascension of the hoodie as fashion item from signifier of the neoliberal 
other to consumerist acceptance in the popular cultural arena. The hoodie was 
brought into the public imagination when the Bluewater shopping centre in Kent 
banned those wearing the fashion item from its premises in 2005. By 2017, the 
fashion pages of the weekend edition of The Guardian were providing advice on 
けFｷ┗W W;┞ゲ デﾗ ┘W;ヴ ; HﾗﾗSｷWげ ふAnon, 2017). The repositioning of the hoodie from 
othered to mainstream mirrors the tiredness of the abject discourse of the Hoodie 
WヮｷデﾗﾏｷゲWS H┞ NﾗWﾉ Cﾉ;ヴﾆWげゲ Brotherhoodく B┞ デｴW aｷﾉﾏげゲ ヴWﾉW;ゲWが デｴW HﾗﾗSｷW ｴ;S ﾉﾗゲデ 
its potency, as more imperative discourses に Brexit, immigration, terrorism in the 
name of Islam に had replaced ｷデ ｷﾐ デｴW ﾏ;IｴｷﾐWヴ┞ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ ｪﾗ┗Wヴﾐ;ﾐIWく Cﾉ;ヴﾆWげゲ 
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Brotherhood highlights how exhausted the Hoodie discourse had become, as it is a 
highly generic piece that stews the already essentialist discourse into a derivative 
flat-packed gangster film too reliant on recycled narratives of what has already 
been said before. The technical proficiency polishes the film of any of the pulse and 
potency of Kidulthood.  
The films in the cycle either explicitly draw upon the abject discourse of the Hoodie, 
monstering the Hoodies in the process (Citadel, Ciaran Foy, 2012; Heartless, Philip 
Ridley, 2009; F,  Johannes Roberts, 2010); centralise the pathologization of council 
estates that coalesce with the discourses of the Hoodie (Community, Jason Ford, 
2012; Citadel; Harry Brown, Daniel Barber, 2009); or find synthesis with the 
contemporaneous discourses (The Selfish Giant, Clio Barnard, 2013; Piggy,  Kieron 
Hawkes, 2012). The films privilege an urban, underclass male experience に the 
neoliberal other に as a state of abjection; an experience that involves mental illness, 
violence and death (not necessarily all three simultaneously in all films). Drawing 
their subject or subtext from the problems of social-economic exile, the films 
centralise the abject experience as a consequence, not of broader governmental, 
ヮﾗﾉｷデｷI;ﾉ ﾗヴ WIﾗﾐﾗﾏｷI ゲデヴ;デWｪｷWゲが H┌デ ﾗa デｴW ﾐWﾗﾉｷHWヴ;ﾉ けa;ｷﾉWS Iｷデｷ┣Wﾐげ ﾗヴ デｴW 
intergenerational culture of parasitical and dysfunctional behaviour, so much so, 
that the cinematic worlds of these abject figures and communities are decoupled 
from wider society.  
The cycle is marked by a meeting of class politics and film style, in which the 
comprehension of the underclass に reconfigured here into the abject state of the 
Hoodie に collides with a stylised treatment of realism. Indeed, the Hoodie Horror 
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cycle is a reformulation of two stalwarts of British cinema, social realism and 
horror, two canons that have characterised, in many respects, the history of British 
cinema. The every-day lives of the abject figures of the films are represented in 
┘ｴ;デ I デWヴﾏ ;ゲ けﾏﾗﾐゲデヴﾗ┌ゲ ヴW;ﾉｷゲﾏげが ;ﾐ ;WゲデｴWデｷI ┘ｴｷIｴ ;ﾉﾉﾗ┘ゲ デｴｷゲ デｴWゲｷゲ デﾗ W┝;ﾏｷﾐW 
ｷﾐ SWデ;ｷﾉ Iｴ;ﾐｪｷﾐｪ IﾗﾐIWヮデｷﾗﾐゲ ﾗa けゲﾗIｷ;ﾉ Iﾉ;ゲゲげが ﾏﾗ┗ｷﾐｪ デﾗ ; Hヴﾗ;SWヴ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ 
ﾗa けゲﾗIｷ;ﾉ Iﾉ;ゲゲｷaｷI;デｷﾗﾐげ ┌ﾐSWヴ デｴW ﾏ;IｴｷﾐWヴ┞ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ ｪﾗ┗Wヴﾐ;ﾐIWく KW┞ デﾗ デｴｷゲ 
aesthetic is how both social realism and horror dissolve into a form that establishes 
デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ┌ﾐSWヴ デｴW ┌ﾏHヴWﾉﾉ; デWヴﾏが けゲﾗIｷ;ﾉ ｴﾗヴヴﾗヴげが ┘ｴｷﾉゲデ SWゲデ;Hｷﾉｷゲｷﾐｪ 
these two canons in redefining the parameters of both. This approach 
acknowledges the tension between the two cinematic heritages in British film 
culture (Pirie, 2009; Rigby, 2000), which has led to the identification of realism with 
けケ┌;ﾉｷデ┞げ ;ﾐS けヴWゲヮﾗﾐゲｷHﾉW Wﾐｪ;ｪWS IｷﾐWﾏ;げ ;ﾐS ｴﾗヴヴﾗヴ ;ゲ ﾗﾐW ﾗa デｴW aﾗヴﾏゲ けﾉﾗﾗﾆWS 
Sﾗ┘ﾐ ┌ヮﾗﾐ ;ゲ ;ﾐ ｷヴヴWゲヮﾗﾐゲｷHﾉW ヮヴﾗﾃWIデげ ふHｷｪゲﾗﾐが ヱΓΒンぶく YWデ ┘ｴｷﾉW デｴW ;ｷﾏ ｷゲ ﾐﾗデ デﾗ 
resolve the friction between the two, this thesis seeks to scrutinize the engagement 
between the two forms, exploring how the cycle mirrors the development of the 
Bヴｷデｷゲｴ ｴﾗヴヴﾗヴ aｷﾉﾏ ;ゲ ; aﾗヴﾏ けﾐﾗ ﾉﾗﾐｪWヴ IﾗﾐIWヴﾐWS ┘ｷデｴ ｪ;┌S┞が HﾉﾗﾗS-red spectacle 
H┌デ ┘ｷデｴ デｴW ┗Wヴ┞ aヴｷｪｴデWﾐｷﾐｪ ヮﾗゲゲｷHｷﾉｷデｷWゲ ;ﾉヴW;S┞ ┘ｷデｴｷﾐ ﾗ┌ヴ W┗Wヴ┞S;┞ ﾉｷ┗Wゲげ ふ‘ﾗゲWが 
2007). Indeed, this thesis will examine how in the Hoodie Horror, horror became 
the new realism.  
1.2: What is Hoodie Horror? 
Academic work on the Hoodie Horror is still in its infancy and while my intervention 
may not be the first, it is the first extensive investigation into this unconventional 
I┞IﾉWく M;ヴﾆ FW;デｴWヴゲデﾗﾐW ｷﾐ ｴｷゲ ;ヴデｷIﾉWが けさHﾗﾗSｷW Hﾗヴヴﾗヴざぎ TｴW C;ヮｷデ;ﾉｷゲデ OデｴWヴ ｷﾐ 
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PﾗゲデﾏﾗSWヴﾐ “ﾗIｷWデ┞げ ┌ﾐSWヴデ;ﾆWゲ ; I┌ﾉデ┌ヴ;ﾉ ｴｷゲデﾗヴ┞ ﾗa デｴW ﾗデｴWヴ ヴ;デｴWヴ デｴ;ﾐ ; ゲデヴｷIデ 
cinematic study, configuring the Hoodie as the contemporary, violent incarnation of 
デｴW けI;ヮｷデ;ﾉｷゲデ ﾗデｴWヴげが デｴW ﾉ;デデWヴ HWｷﾐｪ ; IﾗﾐIWヮデ デｴ;デ ｷデゲWﾉa ｴ;ゲ ┌ﾐSWヴデ;ﾆWﾐ ┗;ヴｷﾗ┌ゲ 
guises, but persisted, in history (proletariat, lumpenproletariat and so on) 
(Featherstone, 2013). Contextualising the demonising discourse of the Hoodie in 
the media, notably the August riots, as Hoodie Horror itself, Featherstone argues 
デｴ;デ デｴW ﾏWSｷ;デWS aｷｪ┌ヴW ﾗa デｴW HﾗﾗSｷW ;ゲ I;ヮｷデ;ﾉｷゲデ ﾗデｴWヴ ｷゲ ｷSW;デｷﾗﾐ;ﾉが ﾗヴ ; けｴ┞ヮWヴ-
ヴW;ﾉｷデ┞げ デｴ;デ ｷゲ ;ｪ;ｷﾐが ┘ｴWﾐ ヴWIﾗﾐaｷｪ┌ヴWS ｷﾐ aｷﾉﾏゲ ゲ┌Iｴ ;ゲ Eden Lake and Heartless 
(Philip Ridley, 2009), perpetuates the mythological representation as authentic 
(Featherstone, 2013). The films, for Featherstone, offer opportunities to critically 
examine the iniquitous nature of capitalist normativity, and can be approached as 
けヮヴﾗﾃWIデｷﾗﾐぷゲへ ﾗa デｴW W┗ｷﾉ ゲﾗIｷﾗ-economic system that scapegoats others to hide its 
own monstrosity (193). Johnny Walker, like Featherstone, establishes connections 
between the films and the media incarnations of the Hoodie. However, Walker 
challenges any leaning towards realism or authenticity by arguing that both culture 
and film are reliant on constructions of stereotypes, both of which are founded in 
excessive representations. The excessiveness of journalistic constructions 
configures the Hoodie as an urban Folk Devil for the twenty-first century, a 
representation, for Walker, that finds a natural home in the monsters of horror 
(Walker, 2016).    
My intervention seeks to develop and expand upon the initial work of both 
Featherstone and Walker; thW ﾉ;デデWヴげゲ ┘ﾗヴﾆ I ┘ｷﾉﾉ ヴWデ┌ヴﾐ デﾗ ｷﾐ ﾏﾗヴW SWヮデｴ ;デ ; ﾉ;デWヴ 
point. While I too contextualise the films against the demonising discourses of the 
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Hoodie, here I depart in a significant but nuanced degree from Featherstone, for I 
will argue for the construction of the Hoodie as a national abject drawing upon 
IﾏﾗｪWﾐ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐ ;ゲ ; ゲデヴ;デWｪ┞ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ ｪﾗ┗Wヴﾐ;ﾐIW 
as outlined in her book, in Revolting Subjects (Tyler, 2013). It is arguable that the 
differences between my scrutiny and Fe;デｴWヴゲデﾗﾐWげゲ ┘ｷﾉﾉ HW aﾗヴ ゲﾗﾏW ; ﾏ;デデWヴ ﾗa 
デWヴﾏｷﾐﾗﾉﾗｪ┞ ;ﾐS ﾃ┌ゲデ ; ┗;ヴｷ;ﾐIW HWデ┘WWﾐ けI;ヮｷデ;ﾉｷゲデげ ;ﾐS けﾐWﾗﾉｷHWヴ;ﾉげが aﾗヴ Hﾗデｴ ;ヴW 
economic and social ideologies that valorise free markets and minimal state 
intervention. Though this thesis does not have the scope to discuss this much 
further, there is an important distinction to make here. In configuring the Hoodie as 
; けﾐWﾗﾉｷHWヴ;ﾉ ﾗデｴWヴげ ;ゲ ﾗヮヮﾗゲWS デﾗ FW;デｴWヴゲデﾗﾐWげゲ けI;ヮｷデ;ﾉｷゲデ ﾗデｴWヴげが ﾏ┞ ;ﾐ;ﾉ┞ゲｷゲ 
acknowledges the specific strategies neoliberal governmentality employs in 
creating national abjects. It also underpins the topicality of the cycle by exposing 
how pejorative name-making (chav, hoodie) has become the perceptual framework 
for class formation and creating states of alterity in a neo-liberal state.  
Undertaking a social and cultural analysis of empirical materials (news media 
reports, political speeches, policy documents) that tracks the repetitive fabrication 
of the Hoodie across media accounts, and political strategies and discourse, I will 
establish the HﾗﾗSｷW ;ゲ デｴW ﾐWﾗﾉｷHWヴ;ﾉ けﾗデｴWヴげが ﾗヴ a;ｷﾉWS Iｷデｷ┣Wﾐき ; ヴWIﾗﾐaｷｪ┌ヴ;デｷﾗﾐ ﾗa 
the underclass discourses as ideological conductor of neoliberal governmentality. I 
expand the parameters of the discourses to incorporate the territorial 
stigmatization of council estates に spaces inhabited by Hoodies に as a conceptual 
I;デWｪﾗヴｷ┣;デｷﾗﾐ ﾗa ; けﾐW┘ Iﾉ;ゲゲ ﾗa ヮヴﾗHﾉWﾏ ヮWﾗヮﾉWげく  Tｴｷゲ I┌ﾉデ┌ヴ;ﾉ W┗;ﾉ┌;デｷﾗﾐ ヮヴﾗ┗ｷSWゲ 
the foundation of my thesis, a groundwork utilised as a springboard from which I 
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approach a study of the cycle. At this point, I would like to take some time to 
explore concerns as to why the Hoodie Horror is deserving of such focus.  
A potential charge that could be levelled at the Hoodie Horror as a cycle, is its 
unimportance to the study of British cinema, a charge this thesis aims to contest. It 
is not an aim of this research to argue for the films as works of art; rather when we 
consider the commonalities between the films, in how we organize the films into a 
cycle, we can begin to understand the significance of the films in what they express 
about British culture and society in the 2000s, and more specifically what the films 
say of how the British underclass is culturally and publicly imagined. Furthermore, 
tracking the commonality between the films challenges our assumptions as to how 
national films outside of Hollywood should be organised and hence contributes to 
our understanding of how to approach non-Hollywood film cycles. Moreover, this 
thesis proposes that the cycle destabilises the two canons of British cinema, horror 
and social realism, by redefining the parameters of both. My approach nudges 
against the dominant mode of analysing horror films and proposes a differing 
ヮWヴIWヮデｷﾗﾐ ﾗa ┘ｴ;デ I;ﾐ HW ┌ﾐSWヴゲデﾗﾗS ┘ｴWﾐ ┘W ;ヴデｷI┌ﾉ;デW デｴW デWヴﾏ けｴﾗヴヴﾗヴげが ┘ｴｷﾉゲデ 
exerting how British realism became synonymous with the abject, not only in the 
films, but also within the popular cultural discourses of the underclass during this 
period. In the Hoodie Horror, social realism and horror dissolve into a form that 
resides under the broad umbrella term, social horror. It is a cycle where two 
cinematic heritages coalesce and inform aesthetics, narrative and representation.  
In the 1970s, film scholars Margery Rosen and Molly Haskell asserted that film 
acted as a cultural product, mirroring the everyday (Rosen, 1973; Haskell, 1973). In 
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establishing a history of film that seeks to construct a relationship between cinema 
and the social, Peter Stanfield challenges the accepted idea that film is a 
けH;ヴﾗﾏWデWヴ ﾗa デｴW デｷﾏWゲげ ;ﾐS デｴW ﾉ;┣┞ Iヴｷデｷques that measure films in their ability to 
mirror or reflect back society, which can often lead to a high level of selectivity. 
Stanfield understands that such an approach can result in a biased selectivity of 
aｷﾉﾏゲが WﾉW┗;デｷﾐｪ ゲﾗﾏW デﾗ HW デｴW WヮｷデﾗﾏWが ﾗヴ けIﾉ;ゲゲｷIゲげが ﾗa デｴW ｪWﾐヴW ﾗヴ I┞IﾉW 
(Stanfield, 2015: 2-5), a pitfall Walker falls foul of in his assessment of the Hoodie 
Horror. The elevation of certain Hoodie Horrors established by film criticism and 
already present before academic enquiry arguably positions Eden Lake and The 
Selfish Giant ;ゲ WヮｷデﾗﾏWゲが ﾐﾗデ ﾗa デｴW I┞IﾉWが H┌デ ┘ｷデｴｷﾐ デｴW aｷﾉﾏゲげ ｷﾐSｷ┗ｷS┌;ﾉ IｷﾐWﾏ;デｷI 
canons. However, while I will not specifically argue against this stance, my research 
seeks the resonance of conceptualised abject states between the films rather than 
grouping them through traditional modes of association, such as narrative. 
Individual films may retain their par excellence status, but this will be due to the 
hierarchy of national film-making practices (The Selfish Giant as a social realist 
drama), over effective genre pieces (Eden Lake as a rural horror), not for how they 
epitomise the Hoodie Horror. While individual films retain their celebrated status, 
and individual generic markers, it is how each film participates in the group that this 
thesis seeks to illuminate. Aゲ DWヴヴｷS; ゲ;┞ゲ ﾗa ｪWﾐヴWが ｷデ ｷゲ け; ゲﾗヴデ ﾗa ヮ;ヴデｷIｷヮ;デｷﾗﾐ 
without belonging に taking part without being part of, without having membership 
ｷﾐ ; ゲWデげ ふDWヴヴｷS;が ヱΓΒヰぎ ヲヰヶぶく Iデ ｷゲ ｴﾗ┘ ;ﾐS ┘ｴWヴW W;Iｴ aｷﾉﾏ ;ﾐｷﾏ;デWゲ デｴW ゲﾗIｷ;ﾉ 
abject that allows us to approach each film as a Hoodie Horror. Eden Lake, then, 
can remain a rural horror and Selfish Giant be an example of social realism, but to 
approach the films in how they partake in the Hoodie Horror cycle provides 
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opportunities to unpack and understand both films in ways traditional and 
accepted enquiries into genre and canon affiliations do not allow.   
Looking beyond the weary approach of films as cultural reflections, Stanfield 
develops an alternative method in finding synergy between films and their social 
and cultural significance, by constructing an industrial thread to his approach to 
aｷﾉﾏ I┞IﾉWゲく “デ;ﾐaｷWﾉS デｴWﾗヴｷ┣Wゲ I┞IﾉWゲ ;ゲ HWｷﾐｪ けヴﾗﾗデWS ｷﾐ デｴW ヮヴ;IデｷIW ﾗa ﾏ;ﾆｷﾐｪ ;ﾐS 
W┝ｴｷHｷデｷﾐｪ aｷﾉﾏゲげ ふ“デ;ﾐaｷWﾉSが ヲヰヱヵぎ ヵぶく E┝;ﾏｷﾐｷﾐｪ ｷﾐS┌ゲデヴｷ;ﾉ ヮヴ;IデｷIWゲ ｷゲ ﾐﾗデ ; ﾏ;ﾃﾗヴ 
strategy of this thesis. That is not to say that commercial reasoning is irrelevant, but 
rather that the Hoodie Horror requires a differing mode of investigation due to the 
divergent national industrial structures of film production. The Hoodie Horror cycle 
cannot be categorized by a series of runs. Neither is this an investigation of 
production or reception of films. This is not to deny lack of economic positioning 
behind the exploitation of the Hoodie in these films. The prevalence of hoodies in 
marketing mateヴｷ;ﾉゲ ;ﾐS デｴWｷヴ ┌デｷﾉｷゲ;デｷﾗﾐ ｷﾐ デｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa デｴW aｷﾉﾏゲげ けﾏﾗﾐゲデWヴゲげ 
suggest a strategy of utilising the contemporary currency of the image and 
discourse in some form. Rather, this thesis focuses on, and advocates for a 
cohesion in much the same vein aゲ デｴW aｷﾉﾏゲ ﾗa B;ヴH;ヴ; CヴWWSげゲ ゲWﾏｷﾐ;ﾉ ┘ﾗヴﾆが The 
Monstrous Feminine. Proceeding through celebrated horror films such as Aliens 
(James Cameron, 1986) and Carrie (Brian de Palma, 1976), Creed considers 
representations of female monstrosity in line with Julia KヴｷゲデW┗;げゲ ﾉW┝ｷIﾗﾐ ﾗa ;HﾃWIデ 
symbolism, asserting that these films construct the female and often the maternal 
female as the abject personified (Creed, 1997). As with Creed, this thesis seeks to 
locate the abject in the films, specifically, here social abjection as hypothesised by 
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Imogen Tyler, in the underclass male and the cinematic spaces he inhabits. But 
while Creed seeks to track the reconfigurations and representations of the female 
as monstrous in eclectic films such as Carrie, Aliens, and The Brood (David 
Cronenberg, 1979), this thesis aims to elucidate the mutual representations of 
social abjection in the films which establishes the connections between the films, in 
order to establish the cycle.  
Establishing film cycles in national models whose output is not as industrious as 
that of the largescale operation of Hollywood is problematic and as Gary Needham 
asserts in his approach to Italian Giallo, a different approach in cycle formation is 
required. Needham argues the Giallo resists generic definition in the conventional 
AﾏWヴｷI;ﾐ IｷﾐWﾏ;っHﾗﾉﾉ┞┘ﾗﾗS ゲWﾐゲWが H┌デ ヴ;デｴWヴ ｷゲ け; IﾗﾐIWヮデ┌;ﾉ I;デWｪﾗヴ┞ ┘ｷデｴ ｴｷｪｴﾉ┞ 
ﾏﾗ┗W;HﾉW ;ﾐS ヮWヴﾏW;HﾉW Hﾗ┌ﾐS;ヴｷWゲげ デｴ;デ ヴWケ┌ｷヴWゲ ;ﾐ ;ﾉデWヴﾐ;デｷ┗W ;ヮヮヴﾗ;Iｴ HW┞ﾗﾐS 
solely taxonomic securing (2002). Looking beyond generic markers to construct 
cycles, Hoodie Horror has a precedent in scholarship on British cinema. Clare 
Mﾗﾐﾆげゲ ┘ﾗヴﾆ ﾗﾐ デｴW ┌ﾐSWヴIﾉ;ゲゲ I┞IﾉW ﾗa デｴW ヱΓΓヰゲが ｷSWﾐデｷaｷWゲ Iﾉ;ゲゲ ヴWヮヴWゲWﾐデ;デｷﾗﾐ 
and national ideology across a range of genres in films such as, The Full Monty 
(Peter Catanneo, 1997), Brassed Off (Mark Herman, 1996) and Trainspotting (Danny 
Boyle, 1996) at a time when Britpop and Cool Britannia aided a resurgence and re-
branding of Britishness on the global platform of popular culture (Monk, 2002a). As 
┘ｷデｴ NWWSｴ;ﾏげゲ ｷﾐデroduction to Giallo, I will posit that despite a certain resistance, 
there are identifiable conventions such as iconography, settings, characters and 
themes in which social abjection can be found, that constitute a Hoodie Horror. The 
デｷデﾉW ﾗa ﾏ┞ デｴWゲｷゲが けM;ﾐが M;ﾐﾗヴゲ ;ﾐS MﾗﾐゲデWヴゲげ ヮヴﾗ┗ｷSWゲ デｴW ﾗ┗Wヴ;ﾉﾉ ;ヴI デﾗ デｴW ﾏ;ｷﾐ 
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body of my research, and are the structures through which I track and assemble 
common configurations of social abjection found in the cycle.  
This thesis theorizes a cycle rooted in a textual exploration of the associations 
between film and its social contexts, between film and representation, and in how 
film exploits contemporary and topical discourses. On a broad level, both horror 
and social realist films are approached in academic enquiry as to what they reveal 
about society. The continuing popular psychoanalytical approach to the 
contemporary American horror film invites a revelatory reading of films as 
IﾗﾉﾉWIデｷ┗W ﾐｷｪｴデﾏ;ヴWゲく ‘ﾗHｷﾐ WﾗﾗSげゲ 1986 pioneering work on 1970s American 
horror filﾏ けThe American Nightmare: Horror in the 1970sげ theorizes the figure of 
デｴW ﾏﾗﾐゲデWヴ ;ゲ ; Sヴ;ﾏ;デｷ┣;デｷﾗﾐ ﾗa ゲﾗIｷWデ┞げゲ ;ﾐ┝ｷWデｷWゲ ;ﾐS ; デｴヴW;デ デﾗ ゲﾗIｷ;ﾉ ゲデ;Hｷﾉｷデ┞が 
characterising the films of this period as nihilistic and portraying traumatic events 
or societal fears through the framework of a horror narrative (Wood, 1986).  Adam 
Lﾗ┘WﾐゲデWｷﾐげゲ Shocking Representations SｷゲI┌ゲゲWゲ aｷﾉﾏげゲ I;ヮ;Iｷデ┞ デﾗ ﾗヮ;ケ┌Wﾉ┞ 
;ﾉﾉWｪﾗヴｷゲW ; ﾐ;デｷﾗﾐげゲ ｴｷゲデﾗヴ┞ ;ゲ ; IﾗﾉﾉWIデｷ┗W デヴ;┌ﾏ; ふLﾗ┘WﾐゲデWｷﾐが ヲヰヰヵぶく Aデ ; 
contrasting end of cinema practice, social realism is perceived as a reaction to 
mainstream practices that seeks to comment on, or break away from, traditional 
conventions in order to redress inequalities in representations and to make visible 
け┘ﾗヴﾆｷﾐｪ-Iﾉ;ゲゲ ﾉｷaWげく TｴW Bヴｷデｷゲｴ NW┘ W;┗W ｷゲ ;pproached as portraying anxieties 
over the demise of the working class in a society facing economic and social change 
(Hill, 1986). As John Hill later notes of the British New Wave, it was not just the case 
of films providing social extension by simply representing, or opening up the 
working class in popular culture, but rather, portraying the working-class at a 
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critical time of societal change に the transition to a post-industrial nation に and how 
this change impacted on working-class lives, resulting in a sympathetic view of the 
working-class male (Hill, 2000a). 
While there is the potential for this thesis to resort to the dangers Stanfield warns 
of, providing a simplistic reflectionist or symptomatic reading of the Hoodie Horror, 
it is the qualification and nuance of my approach that avoids such a trap and moves 
beyond contextualising the films as mere social commentary. Rather, my interest in 
the films is how in subsuming the abject discourses, they conceptualise the Hoodie 
and the underclass this abject figure symbolises, from a particular perspective. As 
this thesis will demonstrate, the cinematic animation of the Hoodie and all the 
attached discourses is a two-fold process, concerning firstly, how the films transfer 
け┗WヴH;デｷﾏげ デｴW SｷゲIﾗ┌ヴゲWゲ ;ゲ ; ゲﾗ┌ヴIW for narrative and aesthetics, and secondly, 
how the filmic animate the figure of the Hoodie and the geographies the Hoodie 
inhabits onscreen.  The films, I will argue, are not concerned with a perceived social 
reality for the Hoodie, but rather with how the Hoodie is conceptualised and 
imagined as a social abject in the public domain. The Hoodie is what Imogen Tyler 
argues to be a national abject, both a fetishized figure and a function mobilised by 
the mechanisms of neoliberal governmentality to legitimize and procure public 
consent for government policies (Tyler, 2013: 8-10). In essential terms and with a 
focus on this thesis and the films, the Hoodie symbolizes identity and class 
formation in the public arena by those with power as a subjugating process. The 
HﾗﾗSｷW Hﾗヴヴﾗヴが デｴWﾐが ｷゲ ｷﾐaﾗヴﾏWS H┞ ﾐWﾗﾉｷHWヴ;ﾉｷゲデ ｷSWﾗﾉﾗｪ┞ ﾗa けﾗデｴWヴｷﾐｪげ ;ﾐS ﾐ;デｷﾗﾐ-
crafting. The representations of the underclass in the films, to return to 
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FW;デｴWヴゲデﾗﾐWげゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa デｴW HﾗﾗSｷW ;ﾐS SｷゲIﾗ┌ヴゲWが ｷゲ デｴW ;┌デｴWﾐデｷI;デｷﾗﾐ ﾗa 
myth-making (Featherstone, 2013). The configuration of the Hoodie in the public 
arena conceptualises the Hoodie as abject, with poverty, death and violence 
popularised as normative and authentic. The repetition of representations and 
SｷゲIﾗ┌ヴゲWゲ ヴWゲ┌ﾉデ ｷﾐ ; けヴW;ﾉｷデ┞ WaaWIデげ ┘ｴWヴW ｴﾗヴヴﾗヴ ｷゲ ｷﾏ;ｪｷﾐWS ;ゲ ; デヴ┌デｴく WｴWﾐ ゲ┌Iｴ 
discourses and representations are traced over into the Hoodie Horror, the 
perceived authenticity is recycled into these cinematic fictions perpetuating the 
mythology of the Hoodie as abject other and housing estates as monstrous 
geographies. The films form part of what Stuart Hall and colleagues posits to be the 
aﾗヴﾏ┌ﾉ;デｷﾗﾐ ﾗa ヮ┌HﾉｷI ﾗヮｷﾐｷﾗﾐ ｷﾐデﾗ IﾗﾐゲWﾐデ デｴヴﾗ┌ｪｴ けIﾗﾐ┗Wヴゲ;デｷﾗﾐゲ HWデ┘WWﾐ 
neighbours, discussion at street-IﾗヴﾐWヴゲ ぐげ ふH;ﾉﾉ et al, 1978: 129). But, just as Tyler 
ヴW┗ｷゲWゲ けゲデヴWWデ-IﾗヴﾐWヴゲげ デﾗ WﾐIﾗﾏヮ;ゲゲ ゲﾗIｷ;ﾉ ﾏWSｷ;が ゲﾗ デｴｷゲ デｴWゲｷゲ ヴW┗ｷゲWゲ ヮ┌HﾉｷI 
opinion again to incorporate the films. While I am not arguing this is the overt 
project of the films, their conservative ideology yet perpetuates the abject 
discourse. The iconography of the Hoodie Horror already resides in the cultural 
memory as sites and figures associated with the tradition of social realism. When 
informed here with the demonising discourses, the Hoodie Horror reinforces the 
popular perceptions and further perpetuates the monstrous discourse as authentic, 
IヴW;デｷﾐｪ ; IｷﾐWﾏ;デｷI ┌ﾐｷ┗WヴゲW デｴ;デ けｴﾗヴヴｷaｷWゲ デｴW ヴW;ﾉげく Tｴｷゲ ｴﾗヴヴｷaｷI ヴW;ﾉｷデ┞ ﾗa デｴW 
Hoodie Horror is where the British horror film and social realist venture find 
congruence.   
While I will return and expand on the monstrous realism of the Hoodie Horror 
shortly, I want to briefly highlight the significance of horror and the cultural 
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moment to the cycle. The recent impassioned discussion taking place on social 
media over the announcemeﾐデ デｴ;デ JﾗヴS;ﾐ PWWﾉWげゲ ヲヰヱΑ aｷﾉﾏが Get Out に a horror 
about the theft of black lives by white people に would be competing in the comedy 
and musical category in the 2018 Golden Globes, resonates somewhat with the 
concerns of horror taking on a cultural role in representation: albeit a converse one 
デﾗ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ I┞IﾉWく MｷIｴ;Wﾉ D;ﾐｪﾗげゲ ;ヴデｷIﾉW ﾗﾐ Get Out proposes it is a 
critical necessity that the film is approached as a horror, for this is the sole genre 
that can animate and express the horrifying experience of black lives under a white 
ゲ┌ヮヴWﾏ;Iｷゲデ ヮ;デヴｷ;ヴIｴ┞が ┘ｴ;デ D;ﾐｪﾗ ﾐ;ﾏWゲ ;ゲ ; けﾏﾗﾐゲデヴﾗ┌ゲ ゲﾗIｷ;ﾉ ゲデヴ┌Iデ┌ヴWげく Iﾐ 
order for audiences to engage with political anxieties and contemporary fears, 
Dango asserts that horror is the genre to deliver, since its ability to tap into a 
palpable reality equates it with the documentary (Dango, 2018).  
While it would be straightforward and plausible to discuss the Hoodie Horror in 
terms of its ability to provide social commentary in expressing contemporary 
anxieties and fears of the British urban underclass, this would be somewhat 
misguided and mistaken analysis. Film crｷデｷI Cｴヴｷゲ TﾗﾗﾆW┞げゲ ;ゲゲWゲゲﾏWﾐデ ﾗa Eden Lake 
;ゲ ; aｷﾉﾏ デｴ;デ デ;ヮゲ ｷﾐデﾗ デｴWゲW aW;ヴゲ ;ﾐS ;ﾐ┝ｷWデｷWゲ ;ゲ ; aｷﾉﾏ け┘ｷﾉﾉｷﾐｪ デﾗ ゲ;┞ ┘ｴ;デ ﾗデｴWヴ 
films have been too scared or politically correct to mention: the true horrors we 
aW;ヴ S;┞ デﾗ S;┞ ;ヴW ぐ ﾗ┌ヴ ﾗ┘ﾐ ┞ﾗ┌デｴげ ふTﾗﾗﾆey, 2008a), is one such example that 
applies this sluggish and derivative reading, but one that fails to acknowledge the 
origin of such tales of terror. The anxiety Eden Lake and films in the cycle expose 
are political ones over the body politic and nation-state; discourses constructed 
from political strategies and a wider culturization of social conflict that depoliticises 
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;ﾐS ｷｪﾐﾗヴWゲ デｴW ゲデヴ┌ｪｪﾉWゲ ﾗa ﾏ;ヴｪｷﾐ;ﾉｷゲWS Iﾗﾏﾏ┌ﾐｷデｷWゲ ふB┌SWﾐが ヲヰヰΑぶく HWヴWが けデｴW 
ﾏ;ﾆｷﾐｪ ┗ｷゲｷHﾉWげ ゲﾗ ;ゲゲﾗIｷ;デWS ┘ｷデｴ デｴW ｷﾐデWﾐデｷﾗﾐゲ ﾗa ゲﾗcial realism, serve to populate 
cultural spaces with neoliberalist visions of an underclass that threaten the stability, 
and borders of nation. It is not societal fears the films express, but the extension of 
the policing of identity as neoliberal governance in cinematic form. The cycle as 
cultural moment here reveals not that we fear our youths, or the lower classes, but 
the historically and politically contingent construction of identities such as the 
Hoodie in the continued history of governmentality and class struggles.   
This class formation as horror is realised in the Hoodie Horror in the term I 
introduced earlier, the horrifying of the real, or monstrous realism. This 
conceptualisation falls in with the wider contemporary scholarly approaches that 
arW ヴW┗ｷゲｷデｷﾐｪ デｴW aﾗヴﾏ ﾗa Bヴｷデｷゲｴ ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏく D;┗ｷS FﾗヴヴWゲデげゲ Art, Nationhood and 
Politics challenges the traditional approach to comprehending social realism by 
repositioning contemporary texts within the framework of authorship and art 
cinema in an endeavour to reclaim the films as a movement of film style, rather 
デｴ;ﾐ ; aﾗI┌ゲ ﾗﾐ IﾗﾐデWﾐデ ;ﾉﾗﾐW ふFﾗヴヴWゲデが ヲヰヱンぶく CﾗﾐI┌ヴヴWﾐデﾉ┞が “デWﾉﾉ; HﾗIﾆWﾐｴ┌ﾉﾉげゲ 
work also seeks to initiate further reconsideration of recent social realist output 
through the parameters of style. For Hockenhull, traditional theoretical approaches 
to the form are too restrictive and do not lend themselves to satisfactory readings. 
In its place, Hockenhull proposes to relook at the films afresh through the lens of 
aesthetic theory, an approach that she argues unlocks the emotional aspects as 
;ヴデｷI┌ﾉ;デWS デｴヴﾗ┌ｪｴ デｴW aｷﾉﾏゲげ ┗ｷゲ┌;ﾉゲ ふHﾗIﾆWﾐｴ┌ﾉﾉが ヲヰヰΓぶく Iデ ｷゲ ┘ｷデｴｷﾐ デｴｷゲ ヴWデｴｷﾐﾆｷﾐｪ 
of the realist form that this thesis situates the Hoodie Horror. The framework of the 
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monstrous realism of the films t;ﾆWゲ ｷデゲ I┌W aヴﾗﾏ Jﾗｴﾐ Hｷﾉﾉげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ ヴW;ﾉｷゲﾏ ｷゲ 
; ﾏﾗSW デｴ;デ ;ヴデｷI┌ﾉ;デWゲ ; けヮWヴIWｷ┗WS ゲﾗIｷ;ﾉ ヴW;ﾉｷデ┞げが H┌デ ﾗﾐW デｴ;デ ｷゲ ﾐﾗデ けaｷ┝WSげが H┌デ 
rather contingent on historical flux and shifts (Hill, 2000a).  The realism of the 
Hoodie Horror draws upon the authentic myths of the discourses of the Hoodie and 
underclass in contemporary culture, and the explicit renderings of iconography, 
characterisation and settings, associated with the tradition of social realism. This 
thesis will illuminate this monstrous realism with discussions on the formal and 
stylistic features of the cycle, and its content. The over-arching position of this work 
is to establish the cycle within the progression of social realism as conceptualising 
Iﾉ;ゲゲ ｷSWﾐデｷデ┞ ┗ｷ; デｴW デヴ;ﾐゲｷデｷﾗﾐ aヴﾗﾏ けデｴW ヮ┌HﾉｷI デﾗ ヮヴｷ┗;デWげが ;ﾐS けヮﾗﾉｷデｷI;ﾉ ;ﾐS デｴW 
ヮWヴゲﾗﾐ;ﾉげ ふHｷｪゲﾗﾐが ヱΓΒヶぶ ;ﾐS ｷﾐ ﾉｷﾐW ┘ｷデｴ Hｷﾉﾉげゲ デヴ;Iﾆｷﾐｪ ﾗa デｴW SWIﾉｷﾐW ﾗa デｴW 
working-class representation to underclass identities (Hill, 2000b). It is within the 
Hoodie Horror that horror meets realism as reciprocal content and form.  
As James Leggott observes in his excellent overview of contemporary British 
cinema, films such as Urban Ghost Story (Geneviève Joliffe, 1998), DW;S M;ﾐげゲ 
Shoes (Shane Meadows, 2004) and The Last Great Wilderness (David McKenzie, 
ヲヰヰヲぶ ｴ;┗W HWWﾐ ヮ┌ﾐIデ┌;デWS ┘ｷデｴ デｴW けﾆｷデIｴWﾐ-ゲｷﾐﾆ ﾉWｪ;I┞げ ﾗa ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏく Iﾐ 
addition, horror films such as My Little Eye (Marc Evans, 2002) and Freeze-Frame 
(John Simpson, 2004) provide a form of social commentary (Leggott, 2008: 59). This 
pull towards realism for more recent British horror films is matched, I will argue, by 
a gravitation of more contemporary British social realist ventures (in all its guises, 
Brit-ｪヴｷデ WデIくぶ デﾗ┘;ヴSゲ ｴﾗヴヴﾗヴく Gヴ;ｴ;ﾏ F┌ﾉﾉWヴげゲ ゲ┌ヴ┗W┞ ﾗa デｴW Bヴｷデｷゲｴ デヴ;Sｷデion of 
ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏ ;ゲ ; けIｷﾐWﾏ; ﾗa ﾏｷゲWヴ┞げ Iｴ;ヴデゲ ｴﾗ┘ デｴW ゲﾗIｷ;ﾉﾉ┞ IﾗﾐゲIｷﾗ┌ゲ Sヴ;ﾏ;ゲが デｴW 
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けデﾗヴIｴﾉｷｪｴデげ ﾗa Bヴｷデｷゲｴ IｷﾐWﾏ;が ｴ;┗W HWWﾐ WデIｴWS ゲｷﾐIW デｴW FヴWW CｷﾐWﾏ; ﾏﾗ┗WﾏWﾐデが 
with the agonizing suffering of individuals who are blighted by a milieu of emotional 
and spiritual impoverishment, traumatic events and economic deprivation (Fuller, 
ヲヰヱヱぶく DWゲIヴｷヮデｷﾗﾐゲ ゲ┌Iｴ ;ゲ けｪヴｷﾏげが けSWヮヴWゲゲｷﾐｪげが けﾏ;ﾉｷｪﾐ;ﾐデげ ;ﾐS けゲ┌aaWヴｷﾐｪげ ;ヴW 
mournfully tailor-ﾏ;SW WﾐI;ヮゲ┌ﾉ;デｷﾗﾐゲ ﾗa ; IｷﾐWﾏ; ﾗHゲWゲゲWS ┘ｷデｴ けデｴﾗゲW ┘ｴﾗ 
appear doomed tﾗ ﾉｷ┗Wゲ ﾗa ヮ;ｷﾐげ ふンヶぶく F┌ﾉﾉWヴ HヴｷWaﾉ┞ ﾗHゲWヴ┗Wゲ ｴﾗ┘ デｴW WﾐSｷﾐｪ ﾗa 
“ｴ;ﾐW MW;Sﾗ┘げゲ This is England ふ“ｴ;ﾐW MW;Sﾗ┘ゲが ヲヰヰヶぶ ｷゲ けｴﾗヴヴｷaｷIげ ふンΒぶが ; 
conceptualisation of realism I would like to extend here. Nil by Mouth (Gary 
Oldman, 1997), Tyrannosaur (Paddy Considine, 2011), Ill Manors ふけPﾉ;ﾐ Bげが ヲヰヱヲぶ 
and The Selfish Giant, are all examples of the development of the British social 
realist drama from miserablism to horrific realism.2 By this I do not argue for the 
films to be reclassified as horror texts, but rather, to acknowledge the 
excessiveness of depictions of the underclass in these films as abject states in both 
representation, and within the narrative trajectories. This horrific realism witnesses 
the passing of the working-class in popular cultural forms, and animates individuals 
and communities that have replaced the working-class: the underclass. The image 
of the charred, taut body of Swifty (The Selfish Giant), Joseph drunkenly kicking his 
dog, Bluey, to death (Tyrannosaur), and Michelle offered for sex to employees of a 
string of fast-food shops to pay back the money she owes for losing a phone (Ill 
Manors), construct a monstrous reality for those who reside on the margins of 
society. Social realism conjoins with horror in the strategy of othering abject forms 
                                                             
2 At the conference ╅Contemporary Horrors┸ Destabilising a Cinematic Genre╆┸ held at the 
University of Chicago, April 2014, Adam Lowenstein responded to my paper on Hoodie Horror 
that he has always seen horror in British social realism and provided the example of the brutal 
assault of Joe Lampton in Room at the Top (Jack Clayton, 1959). I agree with Lowenstein on this 
point and am always reminded of the closing scene of Kes (Ken Loach, 1969). My point here is 
the pronounced centrality of abject states in realist texts.  
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デｴ;デ IｷﾐWﾏ;デｷI;ﾉﾉ┞ ;ﾐｷﾏ;デW ┘ｴ;デ O┘Wﾐ JﾗﾐWゲ デWヴﾏゲ けゲﾗIｷ;ﾉ Sｷゲデ;ﾐIｷﾐｪげ ふJﾗﾐWゲが ヲヰヱヲぎ  
xii) and what Tyler expresses as a disgust consensus (Tyler, 2013: 23-24). Revolting 
aesthetics and narratives widen the imagined space between audience and the 
confｷｪ┌ヴ;デｷﾗﾐゲ ﾗa ﾏ;ヴｪｷﾐ;ﾉｷゲWS Iﾗﾏﾏ┌ﾐｷデｷWゲく Tｴｷゲ けSｷゲデ;ﾐIｷﾐｪげ ﾗII┌ヴゲ ｷﾐ Hﾗデｴ デｴW 
film structures (narratives that place protagonists in extremely difficult events) and 
aesthetics (configurations of housing estates). The more abject the figure, the more 
excessive the plot and the more revolting and extreme the aesthetics. The horrific 
realism of these films allows the audience to experience marginalised existences at 
; けゲ;aWげ Sｷゲデ;ﾐIWが ヴWｷﾐaﾗヴIｷﾐｪ デｴW ;ﾉデWヴｷデ┞ ﾗa ; ﾏﾗﾐゲデヴﾗ┌ゲ ┌ﾐSWヴIﾉ;ゲゲく Fﾗヴ ┘ｴ;デ HWデデWヴ 
way to spacialize otherness than through the strategies of horror?  
The final area this thesis seeks to address is the paradoxical presence of the 
monstrous realism in the cycle. While I historicise the films by fastening them to 
contemporaneous discourses, I perceｷ┗W デｴWﾏ ;ゲ ｴ;┌ﾐデWS ﾐﾗデ ﾗﾐﾉ┞ H┞ デｴW けヮ;ゲゲｷﾐｪげ 
of the working-class, but also by the cinematic heritages of both horror and social 
realism. The contention is the films are marked by a certain anachronism where a 
けﾃ┌ﾏHﾉｷﾐｪ ┌ヮ ﾗa デｷﾏWげ ﾏ;デWヴｷ;ﾉｷゲWゲ ｷﾐ ヴWヮヴWゲWntations and film form. The monstrous 
hoodies of Heartless, Citadel and F are conjured as monsters from a horror heritage 
に demons, zombies and gesichtslosgeists (faceless ghosts) に that are reliant on the 
gothic structure of concealment and unveiling of identity, a structure most readily 
associated in classic gothic texts such as Dracula (Stoker, 1897/2004) and Dr Jekyll 
and Mr Hyde (Stevenson, 1886/1993), and celebrated in Hammer horror films 
ヮヴﾗS┌Iデｷﾗﾐゲく Ia ┘W ヴ┌ﾏｷﾐ;デW ﾗﾐ “┘ｷaデ┞げゲ ヮ;ヴWﾐデゲ ｷﾐ The Selfish Giant に put upon 
mother and drunken father に would these characters be incongruent if placed in 
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kitchen sink dramas and films of the British New Wave? Indeed, if we think of the 
landscapes of The Selfish Giant, are we not put in mind of the techniques and 
formulas of the social realist films of the 1960s? Are we not pricked to return to the 
IﾗﾐIWヮデ┌;ﾉ aヴ;ﾏW┘ﾗヴﾆ ﾗa けTｴ;デ Lﾗﾐｪ “ｴﾗデ ﾗa O┌ヴ Tﾗ┘ﾐ aヴﾗﾏ Tｴ;デ Hｷﾉﾉげ ふHｷｪゲﾗn, 
1996: 134)? While the form may be relevant as a means to communicate the 
persistence of an underclass discourse through history, are such evocations of the 
past appropriate to articulate the present?  Council estates are conceptualised as 
dystopian waste grounds, abandoned by residents (Citadel), or as haunted houses, 
troubled by loss, grief and violence (The Disappeared (Johnny Kevorkian, 2008) and 
Heartless), visions which imply a retreat from modernism and a failure of a belief 
and hope in the future, of new beginnings that the construction of council housing 
promised.  
In his book, After the Futureが Fヴ;ﾐIﾗ BWヴ;ヴSｷ デﾗ┌IｴWゲ ┌ヮﾗﾐ けデｴW ゲﾉﾗ┘ I;ﾐIWﾉﾉ;デｷﾗﾐ ﾗa 
デｴW a┌デ┌ヴWげ ﾐﾗデ ｷﾐ デWヴﾏゲ ﾗa デｴW SｷヴWIデｷﾗﾐ ﾗa デｷﾏWが H┌デ ヴ;デｴWヴ ; けヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ 
ヮWヴIWヮデｷﾗﾐげ デｴ;デ ゲｴ;ヮed a belief in a temporalization that witnessed a culture ever 
progressing (Berardi, 2011: 18-19). TｴW ｷSW; ﾗa け; a┌デ┌ヴW I;ﾐIWﾉﾉWSげ ヴWゲﾗﾐ;デWゲ ┘ｷデｴ 
work by Mark Fisher and Simon Reynolds. Fisher, in his penetrating book Ghosts Of 
My Life, approaches popular cultural forms as being haunted by a persistence of 
previous incarnations; he suggests that the comfort of the already known is 
ヴWI┞IﾉWS ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ;ﾐ;IｴヴﾗﾐｷゲデｷI デW┝デゲ けゲ;デ┌ヴ;デWS ┘ｷデｴ ; ┗;ｪ┌W H┌デ ヮWヴゲｷゲデWﾐデ 
aWWﾉｷﾐｪ ﾗa デｴW ヮ;ゲデげ ふFｷゲｴWヴが ヲヰヱンぎ ヱヴぶく ReynoﾉSゲげ ┘ﾗヴﾆ ﾗﾐ ﾏ┌ゲｷI I┌ﾉデ┌ヴWが Retromania, 
views the obsession with, and the recycling of, past forms and feels that the 
temptation of the pastiche, homage and retrospection, produces what he terms 
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けSゲ┞Iｴヴﾗﾐｷ;げが ; デWﾏヮﾗヴ;ﾉ Sｷゲﾃ┌ﾐIデ┌ヴWく B┌デ ヴ;デｴWヴ デｴ;ﾐ WaaWIデｷng a feeling of the 
uncanny, such ahistorical forms are naturalised as a normative expectation 
(Reynolds, 2012). It is within this recycling, this persistence of identifiable forms, 
the safety of the known, that I wish to place the Hoodie Horror. This thesis will 
argue that in a desire to exploit and expose the contemporaneous, the films suffer 
from a retreat from the experimental and the innovative to embrace the 
recognisable, resulting in a paradoxical form that is both antiquated and current. Is 
it that the films are unable to articulate the now, or is that there is no sense of a 
present to communicate?  
1.3: Race and gender statement 
Before I proceed further, I would like to make a qualification concerning the 
research. This thesis is predominately concerned with class and with how the 
discourse of the hoodie flattens intersectional identity into a representation 
contingent on class identity. While at certain junctures my work engages with 
issues that specific representations present, my thesis does not explicitly address 
race or female representation, and I would like to outline the reasoning behind this 
decision.  
One film that might ﾗゲデWﾐゲｷHﾉ┞ ゲWWﾏ デﾗ aｷデ ┘ｷデｴ ﾏ┞ ヮヴﾗﾃWIデ ｷゲ AﾐSヴW; AヴﾐﾗﾉSげゲ ヲヰヰΓ 
feature, Fish Tank (Andrea Arnold, 2009). Much of the marketing for the film 
featured the central character, Mia, in a hoodie, and it thus a potentially prime text 
for this research. While the gender focus would also place it outside the 
predominantly male-IWﾐデヴｷI ┌ﾐｷ┗WヴゲW ﾗa デｴW HﾗﾗSｷW Hﾗヴヴﾗヴが ｷデ ｷゲ AヴﾐﾗﾉSげゲ SｷヴWIデｷﾗﾐ 
;ﾐS ｴ;ﾐSﾉｷﾐｪ ﾗa ｴWヴ ゲ┌HﾃWIデ ﾏ;デデWヴ デｴ;デ ┌ﾉデｷﾏ;デWﾉ┞ Sヴｷ┗Wゲ デｴW aｷﾉﾏげゲ ﾗﾏｷゲゲｷﾗﾐく Aゲ 
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much as the film is centred on a teenage girl growing up on a council estate, it 
endeavours to decrease attention from a class discourse in favour of illuminating a 
story of an individual teenage girl navigating the passage from adolescence to 
┘ﾗﾏ;ﾐｴﾗﾗSく Tｴｷゲ ｷゲ ｷﾐ ヮ;ヴデ S┌W デﾗ AヴﾐﾗﾉSげゲ SｷヴWIデｷﾗﾐ デｴ;デ refuses to make 
judgements, despite the gravity of plot. The camera closely envelops Mia, drawing 
attention to her relationship with space through sensory channels. The film can be 
directly compared to The Selfish Giant, ｷﾐ ｴﾗ┘ Cﾉｷﾗ B;ヴﾐ;ヴSげゲ aヴ;ﾏｷﾐｪ ﾗa Aヴbor and 
the housing estate spectacularises poverty that unlike Fish Tank, corroborates 
associative underclass discourses and invites an emotional engagement from the 
ゲヮWIデ;デﾗヴ ;ﾆｷﾐ デﾗ けヮｷデ┞-ヮﾗヴﾐげく Fish Tank engages with the personal, rather than 
making an explicit engagement with overriding social and cultural concerns. Female 
representation has a continuing history of being secondary to a male focus in British 
social realism (not discounting other film forms). Here Arnold, in her exploration of 
female girlhood, endeavours to find a different cinematic language to animate the 
difference in female experience.  
With regard to race, films such as Attack the Block (Joe Cornish, 2011) and the Hood 
trilogy can be placed within a contemporary history of television and film that takes 
in narratives of racial identity and landscape, Bullet Boy (Saul Dibb, 2004) and Top 
Boy (Ronan Bennett, 2011-2013) being some of the other most recognisable 
W┝;ﾏヮﾉWゲく Hﾗ┘W┗Wヴが ┘ｴWﾐ ;ヮヮヴﾗ;IｴWS ┗ｷ; デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ I┞IﾉWが デｴW aｷﾉﾏゲげ 
treatment of their black protagonists finds synergy with the white, male underclass 
characters in Harry Brown, The Selfish Giant and Eden Lake. In essence this thesis is 
a study of a class discourse onscreen, specifically the underclass, and how this 
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homogenises different working class identities into a single framework. Films such 
as Attack the Block do not necessarily address a unique black experience in the way 
such texts as Pressure (Horace Ove, 1976) or Handsworth Songs (John Akomfrah, 
1986) do. This research engages with the stereotypical and fetishized character 
Iﾗﾐゲデヴ┌Iデｷﾗﾐゲ デｴヴﾗ┌ｪｴ Iﾉ;ゲゲWS Iﾗﾐゲデヴ┌Iデｷﾗﾐゲ ﾗa ﾏ;ヴｪｷﾐ;ﾉｷデ┞ ;ﾐS けﾗデｴWヴﾐWゲゲげが ヴ;デｴWヴ 
than within representations of ethnicity.   
This is not to deny the presence of specific instances in films that do emphasise the 
question of race. The rape of Christine by Rian in Cherry Tree Lane (Paul Andrew 
‘ｷIｴ;ヴSゲが ヲヰヱヰぶ ;ﾐS PWゲデげゲ ｷSWﾐデｷデ┞ ｷﾐ Attack the Block are two instances that invite 
further enquiry. While I will touch upon these examples in the specific chapters, an 
extensive examination of race together with class remains outside the scope of this 
research. The argument here is that in the essentialist discourse of the Hoodie, as a 
configuration of class, and its animation and assimilation into the films, is a 
discourse where class supersedes race and gender, or, rather, a class reading levels 
both into a homogenous construction in the figure of the Hoodie.  
ヱくヴぎ TｴW ヮヴﾗHﾉWﾏ ┘ｷデｴ ｴﾗヴヴﾗヴ ｷゲ ぐ 
  Always changing. Always in process.  
(Peter Hutchings, 2004)  
TｴW デWヴﾏ けｴﾗﾗSｷW ｴﾗヴヴﾗヴげ aｷヴゲデ HWｪ;ﾐ ;ヮヮW;ヴｷﾐｪ ｷﾐ IﾗﾐﾐWIデｷﾗﾐ デﾗ aｷﾉﾏ ｷﾐ ヲヰヰΒが ｷﾐ 
reviews of Eden Lake. But the term had already been in circulation prior to this in 
media reports of assaults and violent acts allegedly perpetrated by Hoodies (Kelly, 
2006a: 11). The eye-catching convenience of alliteration for newspaper headlines 
aside, while the term had initially served to denote adolescent deviancy in varying 
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forms, when applied to film the term was initially exercised as a descriptive 
categorisation to set expectations and firmly plant the films in the horror genre. 
However, for this thesis, I expand the reach of the term to encompass films such as 
The Selfish Giant, Ill Manors and Adulthood. The reasoning behind this is that the 
corresponding representations of identity, space and place across these films are 
beyond superficial images of adolescents in hoodies and sullied council estates, but 
rather are congruent with representations of poverty and violence. Despite the high 
walls of genre and sensibilities, there are comparable narratives, aesthetics and 
representations that are at play here and puncture each film structure. However, 
the question of horror requires resolving.  
Despite the wealth of scholarship on cinematic horror に including anthologies 
(Jancovich 1992; Gelder, 2000), psychoanalytical analysis (Creed, 1997; Clover, 
1992), historical accounts (Skal, 1994; Tudor, 1973), reception studies (Hills, 2005) 
and cultural analyses (Crane, 1994) に horror remains a nebulous term. It is often 
charged wｷデｴ デｴW ;Hｷﾉｷデ┞ デﾗ I;ヮデ┌ヴW けデｴW I┌ﾉデ┌ヴ;ﾉ ﾏﾗﾏWﾐデげが ;ﾐS ┗ｷW┘WS ;ゲ ; aﾗヴﾏ 
sensitive to the political, adept at adapting to social and cultural anxieties. As Paul 
WWﾉﾉゲ ゲデ;デWゲ けデｴW ｴｷゲデﾗヴ┞ ﾗa デｴW ｴﾗヴヴﾗヴ aｷﾉﾏ ｷゲ WゲゲWﾐデｷ;ﾉﾉ┞ ; ｴｷゲデﾗヴ┞ ﾗa ;ﾐ┝ｷWデ┞ ｷﾐ デｴW 
twentieth IWﾐデ┌ヴ┞げ ふWWﾉﾉゲが ヲヰヰヰぎ ンぶく Aゲ ; ｪWﾐヴW ｷデ ｷゲ ﾏ;ヴﾆWS H┞ ;ﾐ WIﾉWIデｷI ヴ;ﾐｪW ﾗa 
Iﾗﾐ┗Wﾐデｷﾗﾐゲが ﾐ;ヴヴ;デｷ┗Wゲ ;ﾐS ;WゲデｴWデｷIゲ ;ﾐS ;ゲ BヴｷｪｷS CｴWヴヴ┞ ;ヴｪ┌Wゲ ｴ;ゲ けaヴ;ｪﾏWﾐデWS 
into an extremely diverse set of sub-ｪWﾐヴWゲげ ;ﾐS ;ゲ デｴﾗゲW ｪヴﾗ┌ヮｷﾐｪゲ ;ﾐS ゲﾏ;ﾉﾉWヴ 
communities modify and adjust, so the boundaries of the entire genre shift and 
transforms (Cherry, 2009: 2). While it may be relatively easy to recognise a horror 
film に a stranded group of friends approaches a derelict house, a couple slashed to 
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death after having sex, or a group of decaying corpses hammering at the windows 
of a shopping mall (Worland, 2006; Cherry, 2009) に there is still disparity and 
wrangling over what constitutes one, despite a focus on questions of genre 
boundaries. The overall genre has no distinctive iconography that binds all films, is 
not limited to specific geographies or historical periods and reacts to shifting social 
and cultural concerns (Hutchings, 2004). Even within the transitory nature of horror 
as a genre, there are other considerations tｴ;デ ;aaWIデゲ デｴW ｪWﾐヴWげゲ Iﾗﾏヮﾗゲｷデｷﾗﾐぎ 
industrial and economic models of genre, genre hybridity and questions of 
authorship are some such considerations. Recent movements such as the New 
French Extreme films and the glut of Japanese horror from the 1990s and early 
2000s challenge the more totalising theories. as questions are raised as to how 
national horror intercalates with the more universal conventions and concerns of 
the genre. With Hollywood remakes of the products of both these national horrors, 
the function of transnationalism in the formation and development of the genre 
becomes an increased mode of enquiry, furthering our understanding of horror 
cinema.  
“デW┗Wﾐ “IｴﾐWｷSWヴげゲ ヮヴWﾉｷﾏｷﾐ;ヴ┞ ゲIｴﾗﾉ;ヴゲｴｷヮ ﾗﾐ IｷﾐWﾏ;デｷI ｴﾗヴヴﾗヴ ゲWWﾆゲ デﾗ ;ﾐゲ┘Wヴ デｴW 
question as to why some horror films are successful in eliciting the desired 
emotional response in viewers whilst others fail. In brief, what makes a horror film 
ｴﾗヴヴｷa┞ｷﾐｪい CヴｷデｷI;ﾉ ﾗa Nﾗ¥ﾉ C;ヴヴﾗﾉﾉげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa ｴﾗヴヴﾗヴ IｴヴｷゲデWﾐWS け;ヴデ-ｴﾗヴヴﾗヴげ aﾗヴ 
being too narrow in its consideration of horror as a genre-specific emotion, 
“IｴﾐWｷSWヴ ｪヴ;┗ｷデ;デWゲ デﾗ┘;ヴSゲ ‘ﾗHWヴデ “ﾗﾉﾗﾏﾗﾐげゲ IﾗﾐデWﾐデｷﾗﾐ デｴ;デ ｴﾗヴヴﾗヴ I;ﾐ HW 
experienced in isolation, separate from narrative and strategies of the genre 
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ふ“IｴﾐWｷSWヴが ヲヰヰヴぶく Tｴｷゲ ｷSW; ﾗa けﾐﾗﾐ-generic hoヴヴﾗヴげ ｷゲ ｷﾐaﾗヴﾏ;デｷ┗W ┘ｴWﾐ IﾗﾐゲｷSWヴｷﾐｪ 
disputes over generic mappings of films, differences of opinion which as Mark 
Jancovich has noted, can be divisive. When it was claimed The Silence of the Lambs 
(Jonathan Demme, 1991) was an example of a horror film winning a mainstream 
;┘;ヴSが ﾗﾐW a;ﾐ ヴWﾏﾗﾐゲデヴ;デWSが けSilence of the Lambs ｷゲ ; デｴヴｷﾉﾉWヴ ┞ﾗ┌ SｷIﾆｴW;Sゲぁげ 
(Jancovich, 2002: 15). At the opposing end, as Schneider argues, there are horror 
films that do not succeed in their reason for being, to horrify, or, even in 
WﾐSW;┗ﾗ┌ヴｷﾐｪ デﾗ ヮヴﾗS┌IW けHﾗ┌ﾐSWS W┝ヮWヴｷWﾐIWぷゲへ ﾗa aW;ヴげ (Pinedo, 1997: 41). Some, 
such as films critics Mark Kermode and Nigel Floyd regarding James W;ﾐげゲ aｷﾉﾏ 
series, Insidious (James Wan, 2010) and The Conjuring ふJ;ﾏWゲ W;ﾐが ヲヰヱンぶ ;ゲ けI;デデﾉW-
ヮヴﾗSげ IｷﾐWma, claim that even films highly versed in the mechanisms of horror are 
not horror films, because in essentialist terms, the films are not designed to invoke 
デWヴヴﾗヴ ﾗヴ ｴﾗヴヴﾗヴが H┌デ ヴ;デｴWヴ ;ヴW SWゲｷｪﾐWS ﾗﾐﾉ┞ デﾗ ｷﾐS┌IW ; ヴW;Iデｷ┗W けﾃ┌ﾏヮげ ｷﾐ デｴW 
spectator.3 Alternatively, if, as Stephen Prince argues, we watch horror films for the 
ゲWﾐゲ;デｷﾗﾐゲが デｴW デｴヴｷﾉﾉゲ ;ﾐS デｴW ゲヮWIデ;IﾉW ﾗa ┗ｷﾗﾉWﾐIWが ｷデ ﾏ;┞ HW デｴ;デ ┘W ;ヴW けSヴ;┘ﾐ デﾗ 
the films for their ability to visualise wounding and violent death in novel and 
ｷﾏ;ｪｷﾐ;デｷ┗W ┘;┞ゲげ (Prince, 2004: 244) に ┘ｴ;デ Iゲ;HWﾉ PｷﾐWSﾗ aヴ;ﾏWゲ ;ゲ けヴWIヴW;デｷﾗﾐ;ﾉ 
デWヴヴﾗヴげ ふPｷﾐWSﾗが ヱΓΓΑぶ に not because we wish to be horrified or scared.  
Whether we come to understand horror through generic structures, as an emotive 
sensibility or as an expression of history, the horror genre has an enduring appeal. 
PヴｷﾐIW ;ヴｪ┌Wゲ デｴ;デ ｷデゲ ;ヮヮW;ﾉ ﾉｷWゲ ﾐﾗデ ┘ｷデｴｷﾐ デｴW ｪWﾐヴWげゲ ;Hｷﾉｷデ┞ デﾗ ヴWゲﾗﾐ;デW ┘ｷデｴ 
I┌ﾉデ┌ヴ;ﾉ ﾗヴ ゲﾗIｷ;ﾉ IﾗﾐIWヴﾐゲ ;ﾐS ｷゲゲ┌Wゲが ﾐﾗヴ aﾗヴ デｴW ｪWﾐヴWげゲ ;Hｷﾉｷデ┞ デﾗ ｷﾐ┗ｷｪﾗヴ;デW ;ﾐS 
                                                             
3 A more detailed discussion by Nigel Floyd and Mark Kermode on ╅cattle-prod╆ cinema can be 
found here: https://www.youtube.com/watch?v=Ab8oi4ThVS0. 
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transform, while yet replaying repetitivW ヮﾉﾗデ ゲデヴ┌Iデ┌ヴWゲ aﾗヴ デｴW ;┌SｷWﾐIWげゲ ヮﾉW;ゲ┌ヴWく 
‘;デｴWヴが デｴW ｴﾗヴヴﾗヴ ｪWﾐヴWげゲ SｷゲデｷﾐIデｷ┗W ケ┌;ﾉｷデ┞ ｷゲ ｷﾐ ｴﾗ┘ ｷデ ヮ┌ゲｴWゲ HW┞ﾗﾐS デｴW I┌ﾉデ┌ヴ;ﾉ 
moment to explore more profound concerns that extend beyond culture and 
society: the fundamental questions of human existence. In essence, Prince argues 
デｴ;デ ;デ デｴW ｴW;ヴデ ﾗa ｴﾗヴヴﾗヴが デｴW け;ﾐ┝ｷWデ┞げ ﾗa デｴW ｪWﾐヴWが ｷゲ けデｴW ﾐ;デ┌ヴW ﾗa ｴ┌ﾏ;ﾐ HWｷﾐｪげ 
(Prince, 2004: 2). As he further argues, the human form in the horror genre is 
always under threat from defilement or destruction. When a ヮWヴゲﾗﾐげゲ HﾗS┞ ｷゲ 
violated and polluted, its very ontology is contaminated and metamorphoses into 
an anomalous entity. In horror, people transfigure into ghosts, zombies, all manner 
of the undead, werewolves and vampires. The boundaries on which our social 
existence are constructed are breached, threatening the social order (2). 
Anthropologist Margaret Mead posits that the fundamental anxiety that human 
beings share is the integrity of self and community and therefore we erect rituals 
and customs to maintain identity and guard against violation. Fears endure that 
some are unable to maintain integrity of self and therefore threaten the social 
order, resulting in the observance of customs and obedience to taboos (Mead, 
1949).  
It is within these margins of horror as concerned with self, identity and community 
that I situate the Hoodie Horror. For clarity, I am not constructing a case to 
ヴWIﾗｪﾐｷゲW デｴW aｷﾉﾏゲ ;ゲ ｴﾗヴヴﾗヴ aｷﾉﾏゲ ;ゲ W;ﾉﾆWヴげゲ ┘ﾗヴﾆ ゲWWﾆゲ デﾗ Sﾗく AIﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴW 
presence of generic horror films in the cycle presupposes this thesis does not 
ヴWケ┌ｷヴW デﾗ SWaWﾐS デｴﾗゲW aｷﾉﾏゲげ ｪWﾐヴW IヴWSWﾐデｷ;ﾉゲく Nﾗヴ ┘ｷﾉﾉ デｴｷゲ デｴWゲｷゲ ┌ﾐSWヴデ;ﾆW ; 
revisionist approach to British social realism to claim previous examples such as Kes 
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(Ken Loach, 1969), Ladybird Ladybird (Ken Loach, 1994), or Nil by Mouth as horror 
デW┝デゲが SWゲヮｷデW デｴWヴW HWｷﾐｪ W;ヴﾉ┞ ゲｷｪﾐゲ ｷﾐ デｴWゲW aｷﾉﾏゲ ﾗa デｴW けﾏﾗﾐゲデヴﾗ┌ゲ ヴW;ﾉｷゲﾏげ ﾗa 
this cycle. Rather this thesis seeks to construct a hypothesis as to what a Hoodie 
Hﾗヴヴﾗヴ ｷゲが デﾗ ﾉﾗI;デW ;ﾐS デヴ;Iﾆ デｴW けｴﾗヴヴﾗヴげ ;Iヴﾗゲゲ ヮﾗヮ┌ﾉ;r cultural forms including 
the cycle, and analyse how this configuration of horror amalgamates the films into 
a cycle.  
The horror in the Hoodie Horror pivots on the concept of social abjection. Abjection 
is, as Tyler articulates, け;ﾐ ;Iデ ﾗa I;ゲデｷﾐｪ Sﾗ┘ﾐき an act of abasement. That which is 
cast off; refuse, scum, dregs. That state or condition of being cast down; 
SWｪヴ;S;デｷﾗﾐが ｴ┌ﾏｷﾉｷ;デｷﾗﾐげ ふTyler, 2013, 20)く CWﾐデヴ;ﾉ デﾗ T┞ﾉWヴげゲ ;IIﾗ┌ﾐデ ﾗa ゲﾗIｷ;ﾉ 
abjection are two states に けゲデ;デWゲ ﾗa HWｷﾐｪげ ふｴ┌ﾏ;ﾐ ﾉｷaWぶ ;ﾐS けゲデ;デWゲ ﾗa HWﾉﾗﾐｪｷﾐｪげ 
(political life) に ;ﾐS デｴW ヮヴﾗIWゲゲ ﾗa けﾏ;ﾆｷﾐｪ ;ﾐS ┌ﾐﾏ;ﾆｷﾐｪげ ﾗa Hﾗデｴ ふヲヰぶく TｴW ;HﾃWIデ ｷゲ 
; ゲヮ;デｷ;ﾉｷ┣ｷﾐｪ ヮﾗﾉｷデｷIゲが ┘ｴ;デ O┘Wﾐ JﾗﾐWゲ デWヴﾏゲが けゲﾗIｷ;ﾉ Sｷゲデ;ﾐIｷﾐｪげ ふJﾗﾐWゲが ヲヰヱヲぎ ┝ｷｷぶが 
which functions to create distance (geographically, imaginary, symbolically) 
between the body politic and those excluded to the border zones of the social 
proper (Tyler, 2013: 41). For Tyler, social abjection assists in understanding 
ゲ┌HﾃWIデｷ┗ｷデ┞ ;ﾐS ゲﾗ┗WヴWｷｪﾐデ┞ ;ﾐS ｴﾗ┘ デｴW け┗ｷﾗﾉWﾐデ W┝Iﾉ┌ゲｷﾗﾐ;ヴ┞ aﾗヴIWゲげ ﾗa ゲﾗ┗WヴWｷｪn 
power creates the dregs and refuse of social life (21). But as Tyler goes on to 
expand, abjection is not just solely the act of subjugation, there is also the condition 
of being abject.  
This thesis will argue that the Hoodie Horror cycle concerns itself with anxiety over 
citizenship in neoliberal Britain during the early years of the 2000s, and configures 
horror, in the concept of social abjection, as a strategy for identity formation, 
 34 
establishing it as the film cycle par excellence of neoliberal Britain. In centralising 
and spectacularising abject states, presenting the subjectivity of subjugated forms, 
the cycle reflects not only the passing of the working-class, but by assimilating the 
SWﾏﾗﾐｷゲｷﾐｪ SｷゲIﾗ┌ヴゲW ﾗa デｴW HﾗﾗSｷWが ヴWaﾉWIデゲ けIﾉ;ゲゲ-ﾏ;ﾆｷﾐｪげ ｷﾐ デ┘Wnty-first century 
Bヴｷデ;ｷﾐが ┘ｷデｴ デｴW aｷﾉﾏゲ W┝;ﾏヮﾉWゲ ﾗa Bヴｷデｷゲｴ IｷﾐWﾏ; SWaｷﾐｷﾐｪ ｷデゲWﾉa ;ゲ けﾗデｴWヴげ デﾗ ﾗデｴWヴ 
national cinemas. Furthermore, in concerning itself with the bordering strategies of 
social abjection に デｴ;デ IヴW;デWゲ け┘;ゲデWS ｴ┌ﾏ;ﾐゲげ ┘ｷデｴｷﾐ ;ﾐS ;デ デｴW borders of 
sovereign states (Bauman, 2004: 5) に the Hoodie Horror is the cinema of alterity, a 
cinematic furthering of neoliberal governance that allows audiences to define 
identity, self and community as other than low. The disciplinary forces, the 
discriminatory practices of sovereignty in a neoliberal state through its process of 
ｷﾐIﾉ┌ゲｷﾗﾐ ;ﾐS W┝Iﾉ┌ゲｷﾗﾐが SﾗWゲ ﾐﾗデ a┌ﾉﾉ┞ W┝ヮWﾉ けa;ｷﾉWS Iｷデｷ┣Wﾐゲげ ふIﾗﾐゲデｷデ┌デWS ;ゲ け┘;ゲデW 
ヮﾗヮ┌ﾉ;デｷﾗﾐゲげぶが ;ゲ デｴWゲW aﾗヴﾏゲ Iﾗﾐゲデｷデ┌デW デｴW Hﾗ┌ﾐS;ヴｷWゲ ﾗa デｴW ゲデ;デWが Wﾐ;Hﾉｷﾐｪ 
identity foヴﾏ;デｷﾗﾐ デｴヴﾗ┌ｪｴ けSｷゲｷSWﾐデｷaｷI;デｷﾗﾐ ┘ｷデｴ ;ﾐﾗデｴWヴぎ さthat-is-not-ﾏWざげ (Tyler, 
2013: 26).  
The essentialist representations elide any political struggles of these minority 
subjects into the cinematic fiction. Even The Selfish Giant and Kidulthood as 
examples of cultural film-ﾏ;ﾆｷﾐｪ ゲ┌ﾉﾉ┞ ;ﾐS ヮヴﾗHﾉWﾏ;デｷ┣W Hﾗデｴ aｷﾉﾏゲげ ヮヴﾗﾃWIデゲ ﾗa 
;┌デｴWﾐデｷIｷデ┞ ┘ｷデｴ WゲゲWﾐデｷ;ﾉｷゲデ ;ﾐS SWﾏﾗﾐｷゲｷﾐｪ SｷゲIﾗ┌ヴゲWく AヴHﾗヴげゲ Sｷ;ｪﾐﾗゲｷゲ ﾗa ADHD 
in The Selfish Giant finds a resonance with how, when class is imagined as a race, 
conditions such as poverty and disadvantage are perceived as a hereditary 
condition or a disease (Tyler, 2013: 188), whilst the gun culture and aspirational 
lifestyles inherent in the Hood trilogy and in Ill Manors perpetuate the stigmatizing 
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discourses already surrounding council estates and an urban underclass youth 
(Tyler, 2013: 159-63). Both films raise questions of representation, authenticity and 
film-making practices. How do films construct marginalised states without 
furthering their abjection? 
Abjection has a long history with horror. Monsters, zombies, vampires, blood, 
vomit, mutilated corpses, cannibalism, religious abomination: the horror film is 
abundant with images of the abject. Indeed, as Barbara Creed notes, when we 
allude to individual horror filﾏゲ ;ﾐS ｴﾗ┘ デｴW┞ けゲI;ヴW デｴW ゲｴｷデ ﾗ┌デ ﾗa ﾏWげが ┘W ;ヴW 
ｷSWﾐデｷa┞ｷﾐｪ デｴﾗゲW aｷﾉﾏゲ ;ゲ け;HﾃWIデｷﾗﾐ ;デ ┘ﾗヴﾆげ ふCヴWWSが ヱΓΓ7: 10). What perverse 
pleasure we take in watching horror also propels us to eject the abject/horror from 
ﾗ┌ヴ ヮヴWゲWﾐIW aヴﾗﾏ デｴW けゲ;aWデ┞ ﾗa デｴW ゲヮWIデ;デﾗヴげゲ ゲW;デげ ふヱヰぶく AHﾃWIデｷﾗﾐ ｷゲ IﾗﾐIWヴﾐWS 
┘ｷデｴ HﾗヴSWヴｷﾐｪが ┘ｷデｴ デｴW けヴｷデ┌;ﾉｷゲデｷIが I┌ﾉデ┌ヴ;ﾉ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa HﾗヴSWヴゲげが ゲWヮ;ヴ;デｷﾐｪ 
self and non-self, cultural borders or separating out what is taboo (Hills, 2005: 58). 
J┌ﾉｷ; KヴｷゲデW┗;げゲ ゲWﾏｷﾐ;ﾉ ヮゲ┞Iｴﾗ;ﾐ;ﾉ┞デｷI;ﾉ account of abjection, Powers of Horror, has 
had a significant influence in the fields of humanities and arts, and especially within 
┘ﾗヴﾆ ﾗﾐ ｴﾗヴヴﾗヴく Iﾐ KヴｷゲデW┗;げゲ ;IIﾗ┌ﾐデが ゲｴW W┝ヮﾉﾗヴWゲ デｴW ┗;ヴｷﾗ┌ゲ ┘;┞ゲ ｷﾐ ┘ｴｷIｴ 
abjection functions in human societies, as a process to demarcate the border 
between human and non-human. Kristeva expounds abjection as that which does 
ﾐﾗデ けヴWゲヮWIデ HﾗヴSWヴゲが ヮﾗゲｷデｷﾗﾐゲが ヴ┌ﾉWゲげが ;ﾐS デｴ;デ ┘ｴｷIｴ けSｷゲデ┌ヴHゲ ｷSWﾐデｷデ┞が ゲ┞ゲデWﾏが 
ﾗヴSWヴげ ふKヴｷゲデW┗;が ヱΓΒヲぎ ヴぶく Fﾗヴ KヴｷゲデW┗;が ｷデ ｷゲ ゲﾗIｷWデｷWゲげ ┌ゲW ﾗf ritual that brings 
contact with the abject and allows the abject to be excluded. The abject has the 
power to pollute, to contaminate, to defile and to destroy and therefore must be 
propelled away for it threatens stability of the subject and life. The subject must 
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therefore separate itself from the abject by dispelling the abject to the other side of 
the border in order for the subject to retain integrity of form. These rituals of 
defilement, as Kristeva names them, were a danger the area of religion had 
functioned to confront (1982: 64). Barbara Creed notes how modern horror film 
mirrors such rituals as outlined by Kristeva, with the construction of the monstrous. 
Fﾗヴ CヴWWSが デｴW a┌ﾐIデｷﾗﾐ ﾗa デｴW ﾏﾗﾐゲデヴﾗ┌ゲ ｷﾐ デｴW ﾐ;ヴヴ;デｷ┗W ﾗa ｴﾗヴヴﾗヴ aｷﾉﾏゲ ｷゲ デﾗ けHヴｷﾐｪ 
about an encounter between the symbolic order and that which threatens its 
ゲデ;Hｷﾉｷデ┞げ ふCヴWWSが ヱΓΓ7: 11). We are confronted in horror films with that which 
frightens, repels and disgusts us. Nevertheless, the abject must be tolerated for 
けデｴ;デ ┘ｴｷIｴ デｴヴW;デWﾐゲ デﾗ SWゲデヴﾗ┞ ﾉｷaW ;ﾉゲﾗ ｴWﾉヮゲ デﾗ SWaｷﾐW ﾉｷaWげ ふΓぶく J┌ゲデ ;ゲ ┘W ;ヴW 
perversely fascinated with images of the horrific in horror films (10), so we are 
captivated by the abject. As Kristeva states, abjection is particularly concerned with 
;ﾏHｷｪ┌ｷデ┞ aﾗヴが け┘ｴｷﾉW ヴWﾉWasing a hold, it does not radically cut off the subject from 
what threatens it に on the contrary, abjection acknowledges it to be in perpetual 
S;ﾐｪWヴげ ふKヴｷゲデW┗;が ヱΓΒヲぎ Γぶく  
While abjection has a long association with psychoanalytical readings of the horror 
genre, the concept has also been appropriated into the development of universal 
;ﾐS デヴ;ﾐゲｴｷゲデﾗヴｷI;ﾉ ;ヮヮヴﾗ;IｴWゲ デﾗ ｴﾗヴヴﾗヴ ｷﾐ ;ﾐ Waaﾗヴデ デﾗ ┗;ﾉﾗヴｷゲW けｴﾗヴヴﾗヴげゲ I┌ﾉデ┌ヴ;ﾉ 
┗;ﾉ┌Wげ ;ﾐS ｷﾐ デｴW ヮヴﾗIWゲゲ ┗;ﾉｷS;デW ヮゲ┞Iｴﾗ;ﾐ;ﾉ┞デｷI;ﾉ デｴWﾗヴ┞ ｷデゲWﾉa ふHｷﾉﾉゲが ヲヰヰヵぎ ヴヶぶく 
Positioning the Hoodie Horror within the paradigm of social abjection allows this 
thesis to wrestle the films away from the regulatory psychoanalytical, 
transhistorical and totalising prehistorical approaches, to historicise abjection 
within a specific social and political account. This cultural approach is more suitable 
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for a cycle of films that are not concerned with repressed fears, but rather with a 
ゲ┞ﾏHﾗﾉｷI デｴヴW;デ ﾗa Iﾗﾐデ;ﾏｷﾐ;デｷﾗﾐ aヴﾗﾏ ; けa;ｷﾉWS Iｷデｷ┣Wﾐげく  
1.5: Some kind of cycle? 
Jﾗｴﾐﾐ┞ W;ﾉﾆWヴげゲ Iｴ;ヮデWヴが けHW;ヴデﾉWゲゲ HﾗﾗSｷWゲげが ｷﾐ ｴｷゲ ヲヰヱヶ Hﾗﾗﾆ Contemporary 
British Horror Cinema is the first published academic study of the Hoodie Horror 
cycle. Contextualising the films within the abject discourses of the hoodie found in 
the British media of the 2000s that came デﾗ ゲｷｪﾐｷa┞ けBヴﾗﾆWﾐ Bヴｷデ;ｷﾐげが W;ﾉﾆWヴ ヮﾉ;IWゲ 
the cinematic animation of these discourses directly within the horror genre, 
suggesting the films allegorise societal fears towards an underclass youth (Walker, 
2016: 86). While he acknowledges the films are apparently informed by both 
けヴW;ﾉｷゲデげ ;ﾐS けｴﾗヴヴﾗヴげ デヴ;Sｷデｷﾗﾐゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ;ﾐ ｷﾐデWヴデW┝デ┌;ﾉ ｴ┞HヴｷS ;ﾐS ;ﾉﾉWｪﾗヴｷI;ﾉ 
form, Walker is somewhat suspicious of the realism of the films and subsequently 
デｴW I┞IﾉWげゲ ;Hｷﾉｷデ┞ デﾗ ヮ;ゲゲが ;ゲ ｴW ゲWWゲ ｷデが ;ゲ ゲﾗIｷ;ﾉ IﾗﾏﾏWﾐデ;ヴy. Arguing that the 
cultural discourses often animated Hoodies in configurations akin to the othering of 
ﾏﾗﾐゲデWヴゲ ﾗa ｴﾗヴヴﾗヴ aｷﾉﾏゲ ゲ┌Iｴ ;ゲ けaWヴ;ﾉ ┞ﾗ┌デｴゲ ぐ ヴ┌ﾐﾐｷﾐｪ ┘ｷﾉS ﾉｷﾆW ; ヮ;Iﾆ ﾗa ┘ｷﾉS 
;ﾐｷﾏ;ﾉゲげ ふBヴﾗ;SHWﾐデ cited in Walker, 2016: 93) that sought to generate fear and 
perpetuate class antagonisms, Walker posits how films such as Eden Lake and 
Cherry Tree Lane W┝ヮﾉﾗｷデ デｴW aW;ヴ ;ﾐS Iﾉ;ゲゲ ゲデWヴWﾗデ┞ヮWゲ ﾗa デｴWゲW ヴWヮﾗヴデゲ ;ﾐS けヴW┗Wﾉ 
ｷﾐ デｴW ゲ;ﾏW ﾆｷﾐSゲ ﾗa W┝IWゲゲWゲ ;ゲ ヴW;Iデｷﾗﾐ;ヴ┞ ﾐW┘ゲ ﾏWSｷ;げ ふW;ﾉﾆWヴが ヲヰヱヶぎ ΓΑぶく 
Walker constructs the relationship between the films and the reportage showing 
how both rely on configurations of the Hoodie and feral youths as exaggerated 
ゲデWヴWﾗデ┞ヮWゲく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ ‘ｷIｴ;ヴS D┞Wヴげゲ Wゲゲ;┞ ﾗﾐ ゲﾗIｷ;ﾉ ゲデWヴWﾗデ┞ヮWゲ, Walker 
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argues the films draw upon either the hooded sweatshirt as signifier of deviancy 
(94) or on broader constructs of the underclass as feral youths (96).  
For Walker, the cycle configures its monsters as essentialist forms of the Hoodie of 
the media. His search for stereotypes extends to place, as he conceptualises 
settings of the cycle within the uncanny landscapes of horror cinema, for these are 
┌ﾐ┘WﾉIﾗﾏｷﾐｪ ;ﾐS SｷゲヮﾗゲゲWゲゲｷﾐｪ ┗ｷゲデ;ゲ デｴ;デ ヮﾉ;┞ ﾗ┌デ けヴWI┌ヴヴWﾐIWぷゲへ ﾗa ゲデﾗヴｷWゲ ｷﾐ 
which individuals or groups of characters are transplanted into hostile, unfamiliar 
ﾉ;ﾐSゲI;ヮWゲげ ふLWｪｪﾗデデ IｷデWS ｷﾐ W;ﾉﾆWヴが ヲヰヱヶぎ ΓΑぶ ;ﾐS ;ﾐｷﾏ;デWS ;ゲ デｴW ┗ｷゲデ; ﾗa BヴﾗﾆWﾐ 
Britain. The school in F ｷゲ デｴ┌ゲ デｴW けデWヴヴｷHﾉW ヮﾉ;IWげ ﾗa デｴW ﾏﾗSWヴﾐ ｴﾗヴヴﾗヴ aｷﾉﾏ 
(Walker, 2016: 106), the London of Heartless can be correlated to configurations of 
the city found in other London-set horror films, and the countryside of Eden Lake 
speaks of the rural horror films of both American and British cinema history, from 
The Texas Chainsaw Massacre (Tobe Hooper, 1974) to BﾉﾗﾗS ﾗﾐ S;デ;ﾐげゲ Cﾉ;┘ (Piers 
H;ｪｪ;ヴSが ヱΓΑヱぶ H┞ HWｷﾐｪ けﾏWヴWﾉ┞ ; ｪWﾐW;ﾉﾗｪｷI;ﾉ W┝デWﾐゲｷﾗﾐ ﾗa デｴW ｴﾗﾏWゲデW;S ｴﾗヴヴﾗヴげ 
(102). It is clear from the analysis that Walker is seeking the horror in the films at 
the expense of any form of realism. Indeed, he rejects the claims of those who have 
advocated that the films function to reflect contemporary British society. 
Challenging The Daily Mailげゲ aｷﾉﾏ IヴｷデｷIが Cｴヴｷゲ TﾗﾗﾆW┞が aﾗヴ ｴｷゲ ヴW;Sｷﾐｪ ﾗa Eden Lake as 
けデｴﾗヴﾗ┌ｪｴﾉ┞ IヴWSｷHﾉWげ ;ﾐS aﾗヴ ヴWヮヴWゲWﾐデｷﾐｪ けデｴW デヴ┌W ｴﾗヴヴﾗヴゲ ┘W aW;ヴ S;┞ デﾗ S;┞ くくく 
ﾗ┌ヴ ﾗ┘ﾐ ┞ﾗ┌デｴげ ふTﾗﾗﾆW┞ cited in Walker, 2016: 97), Walker decries the veracity of 
デｴW aｷﾉﾏゲ H┞ Sｷゲヮ┌デｷﾐｪ ;ﾐ┞ aｷﾉﾏゲげ ;Hｷﾉｷデ┞ デﾗ truly reflect an actuality. Rather he asserts 
the films conflate the already exaggerated and reactionary underclass discourses 
with established markers of horror films, to create genre-laden horror vehicles 
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which perpetuate what he considers to be the mythologizing of an adolescent 
underclass masケ┌Wヴ;Sｷﾐｪ ;ゲ ;┌デｴWﾐデｷI ヴWヮヴWゲWﾐデ;デｷﾗﾐ ふΓΑぶく Hﾗ┘W┗Wヴが W;ﾉﾆWヴげゲ 
reading of the cycle is not without its problems. His approach to defining the 
horror, denying the realism and constructing the formation of the cycle, underlines 
the inherent problems with the Hoodie Horror cycle, but also the broader 
Iｴ;ﾉﾉWﾐｪWゲ ﾗa Wゲデ;Hﾉｷゲｴｷﾐｪ I┞IﾉWゲ ┘ｷデｴｷﾐ ; ﾐ;デｷﾗﾐ;ﾉ IｷﾐWﾏ;く W;ﾉﾆWヴげゲ ヴWﾉｷ;ﾐIW ﾗﾐ 
genre definitions built primarily for American and Hollywood film genres, most 
notably horror, not only confuses the boundaries between genre and cycles 
without sufficient justification, but also results in an approach that neglects to 
address how a grouping of films from a film-producing nation other than Hollywood 
can resist generic definition under Hollywood terms. In an apologist strategy of 
ﾉﾗI;デｷﾐｪ ;ﾐS aｷ┝ｷﾐｪ デｴW ｴﾗヴヴﾗヴが けTﾗ┘;ヴSゲ ; C┞IﾉWげ ﾐ;ヴヴﾗ┘ゲ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ｷﾐデﾗ デｴW 
horror genre, ironing out the complexities the cycle presents, where a more 
discursive approach between textual and cultural features would allow what unites 
the films to unfurl.  
1.5.1: Towards a cycle?  
Iデ ｷゲ デWﾉﾉｷﾐｪ デｴ;デ Jﾗｴﾐﾐ┞ W;ﾉﾆWヴげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa デｴｷゲ ;ゲゲWﾏHﾉ;ｪW ﾗa aｷﾉﾏゲ ｷゲ デｷデﾉWSが 
けTﾗ┘;ヴSゲ ; HﾗﾗSｷW Hﾗヴヴﾗヴ C┞IﾉWげく Aﾉデｴﾗ┌ｪｴ ;Iﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴW Sｷゲヮ;ヴ;デW ﾐ;デ┌ヴW ﾗa 
the grouping, Walker circumvents establishing an initial classification by focusing on 
the I┞IﾉWげゲ ;ﾐデWIWSWﾐデゲ ;ﾐS ｷﾐaﾉ┌WﾐIWゲが デヴ;ﾃWIデﾗヴｷWゲ ｴW IﾗﾐゲｷSWヴゲ a;ヴ ﾏﾗヴW デ;ﾐｪｷHﾉW 
to locate. Whether Walker is ambivalent on how to unify the cycle, or decided not 
デﾗ けaｷ┝げ デｴW I┞IﾉW ┘ｷデｴ ; ﾏﾗヴW ヮヴWIｷゲW ｷSWﾐデｷデ┞が ｴｷゲ ;ヮヮヴﾗ;Iｴ ヴWゲ┌ﾉデゲ ｷﾐ デｴW HﾗﾗSｷW 
Horror cycle conceptualised in an indistinct shape, despite his acknowledging the 
 40 
topicality of its subject matter. Rather, W;ﾉﾆWヴ ﾉﾗﾗﾆゲ デﾗ デヴ;IW デｴW I┞IﾉWげゲ ﾉｷﾐW;ｪW ┗ｷ; 
a working-class masculinity, a much more straightforward relationship to establish. 
He cites two British films, The Great Ecstasy of Robert Carmichael (Thomas Clay, 
2005) and The Football Factory (Nick Love, 2004) as predecessors to the Hoodie 
Horror, due to both focusing on working class and violent male adolescents. In 
terms of themes and style, Walker turns to the French film, Ils (David Moreau and 
Xavier Palud, 2006) since James Watkins, director of Eden Lake, and Johannes 
Roberts, director of F, cite this as providing inspiration to their own work, and in 
terms of narrative and concerns, Ils is comparable to Eden Lake, the Hoodie Horror 
par excellence.  
Cycles housing differing film forms are not without precedent in British cinema. In 
けUﾐSWヴHWﾉﾉ┞ UKげが Cﾉ;ｷヴW Mﾗﾐﾆ ;ヴｪ┌Wゲ aﾗヴ ;ﾐ け┌ﾐSWヴIﾉ;ゲゲげ I┞IﾉW ﾗa aｷﾉﾏゲ ﾗII┌ヴヴｷﾐｪ ｷﾐ 
the 1990s that drew upon social issues faced by those considered to be in that 
social stratum, with Raining Stones (Ken Loach, 1993), The Full Monty (Peter 
Cattaneo, 1997) and Lock, Stock and Two Smoking Barrels (Guy Ritchie, 1998) as 
some examples (Monk, 2000a: 274-87). Situating the films within the legacy of 
British social realism, Monk paints the cycle with a broad brush. Acknowledging the 
breadth of the cycle, in that it houses films ranging from the more commercial 
outings to examples of cultural film-making, she unifies the group as being 
preoccupied with a male underclass identity, economically disempowered and 
disenfranchised. Crucially, though, and more specific for the concerns of this thesis, 
Mﾗﾐﾆ ヴWIﾗｪﾐｷゲWゲ デｴW I┞IﾉW ;ゲ HWｷﾐｪ けﾉﾗﾗゲW-ﾆﾐｷデが ゲヮ;ﾐﾐｷﾐｪ ; ヴ;ﾐｪW ﾗa ｪWﾐヴWゲ ぐ ;ﾐS 
inIﾉ┌Sｷﾐｪ aｷﾉﾏゲ ;ｷﾏWS ;デ Hﾗデｴ ﾏｷﾐﾗヴｷデ┞ ;ﾐS ﾏ;ｷﾐゲデヴW;ﾏ ;┌SｷWﾐIWゲげ ふヲΑヴぶく  
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There is, then, precedence in British film history for grouping films in a cycle not by 
the boundaries of genre or sub-genres, but rather via subject matter and 
representations. Howeverが ┘ｴ;デ W;ﾉﾆWヴげゲ ｷﾐデWヴ┗Wﾐデｷﾗﾐ ｴｷｪｴﾉｷｪｴデゲ ｷゲ デｴW Iｴ;ﾉﾉWﾐｪW ｷﾐ 
providing a cohesive framework through which to approach the Hoodie Horror. 
OﾐW IﾗﾐデWﾐデｷﾗﾐ ｷゲ デｴW ｷﾐIﾉ┌ゲｷﾗﾐ ﾗa デｴW ┘ﾗヴSが けｴﾗヴヴﾗヴげ ｷﾐ デｴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐく TｴW ┘ﾗヴS 
functions as both descriptive and as a signifier, implying the film at hand is a horror 
film. With the term itself already in circulation in media reports of youth deviancy, 
けHﾗﾗSｷW Hﾗヴヴﾗヴげ ｷﾐｷデｷ;ﾉﾉ┞ ゲ┌ヴa;IWS ┘ｷデｴ ヴWｪ;ヴS デﾗ aｷﾉﾏ ｷﾐ ヴW┗ｷW┘ゲ ﾗa Eden Lake. Henry 
Fitzherbert writing for The Sunday Express WﾐデｷデﾉWS ｴｷゲ ヴW┗ｷW┘ ﾗa デｴW aｷﾉﾏ け“I;ヴWS 
┘ｷデﾉWゲゲ H┞ HﾗﾗSｷW Hﾗヴヴﾗヴゲげ ふFｷデ┣ｴWヴHWヴデが ヲヰヰΒぎ ヶヰぶが ;ﾐS Jｷﾏ Cﾉ;ヴﾆWが ｴｷｪｴﾉｷｪｴデｷﾐｪ デｴW 
┌ヮ┘;ヴS デヴ;ﾃWIデﾗヴ┞ ﾗa MｷIｴ;Wﾉ F;ゲゲHWﾐSWヴげゲ I;ヴWWヴが ;ﾉゲﾗ ﾐﾗﾏｷﾐ;デWS Eden Lake a 
ｴﾗﾗSｷW ｴﾗヴヴﾗヴ ふCﾉ;ヴﾆWが ヲヰヰΒぎ ヱΓぶく Iデげゲ ┘ﾗrth noting that in both articles, けhoodie 
horrorげ was encased in speech marks, denoting a certain novelty in the term. The 
film itself is generally accepted as a horror film, albeit with differing opinions as to 
what kind of horror film.4 
The reticence of Walker to define the cycle exposes twin critical and theoretical 
predicaments: how to find unity in films of such varying genres and forms, and then 
ｴﾗ┘ デﾗ ｴﾗ┌ゲW デｴW I┞IﾉW ┌ﾐSWヴ デｴW デWヴﾏ けｴﾗヴヴﾗヴげい Aゲ W;ﾉﾆWヴ ｴｷｪｴﾉｷｪｴデゲが aｷﾉﾏゲ ゲ┌Iｴ ;ゲ 
the coming-of-age Summer Scars (Julian Richards, 2007) and revenge thriller Harry 
Brown have also been labelled in some quarters as a Hoodie Horror. Other films he 
                                                             
4 There should be no concern of any apparent generic impurity in Eden Lake. James Leggott 
notes the array of influences explicitly in play in the British horror film of the twenty-first century┸ from the ╅Europeanisation╆ of Severance (Christopher Smith, 2006) and Dog Soldiers 
(Neil Marshall, 2002), to the intertextual borrowing and fan sensibility of Shaun of the Dead 
(Edgar Wright, 2004) and The League of Gentlemen╆s Apocalypse (Steve Bendelack, 2005). Brigid Cherry╆s にどどひ Horror also argues how the term horror usually denotes whatever subgenre is popular at the time describing horror cinema as ╅a set of subgenres within shifting boundaries╆ 
(Cherry, 2009: 15).  
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cites such as The Children (Tom Shankland, 2008) or Donkey Punch (Oliver 
Blackburn, 2008) reveal either how indiscriminately the term Hoodie Horror is 
applied, or how its definition has been permitted to remain undetermined. But it is 
the very word horror ｷﾐ デｴW I┞IﾉWげゲ ﾐ;ﾏW デｴ;デ aｷヴゲデ ヮヴﾗHﾉWﾏ;デｷゲWゲ W;ﾉﾆWヴげゲ ;ヮヮヴﾗ;Iｴ 
to the films. Indeed, its appearancW ｷﾐ デｴW I┞IﾉWげゲ デｷデﾉW a┌ﾐIデｷﾗﾐゲ ;ゲ ; ヮヴｷﾏWヴが 
furnishing the reader with expectations of the films being in the horror tradition. 
W;ﾉﾆWヴげゲ ｷﾐデWヴヮヴWデ;デｷﾗﾐ ﾗa デｴW a┌ﾐIデｷﾗﾐ ﾗa デｴW デWヴﾏ ｴﾗヴヴﾗヴ ｷﾐ HﾗﾗSｷW Hﾗヴヴﾗヴ ﾉW;Sゲ 
him on an essentialist search for evidence of mechanisms of the horror genre in the 
cycle in order to establish its horror credentials. But despite acknowledging the 
Sｷ┗Wヴゲｷデ┞ ﾗa aｷﾉﾏゲ デﾗ ;IIﾗ┌ﾐデ aﾗヴが W;ﾉﾆWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ SWIﾉｷﾐWゲ デﾗ Wﾐｪ;ｪW ┘ｷデｴ デｴﾗゲW 
films not comfortably defined as horror, such as Harry Brown or Summer Scars, 
resulting in a less innovative and a more partisan reading than the cycle requires. 
TｴW ┘Wｷｪｴデ ﾗa ;ﾐ;ﾉ┞ゲｷゲ ｷﾐ W;ﾉﾆWヴげゲ Iｴ;ヮデWヴ Sヴ;┘ゲ ┌ヮﾗﾐ デｴﾗゲW aｷﾉﾏゲ ┘ｴｷIｴ ;ヴW 
already accepted as conventional horror films, Eden Lake, F, Cherry Tree Lane and 
Heartless. Focusing on how the films adhere to the general iconography of horror 
films, monsters and landscapes, as markers of the cycle, Walker accedes to what 
AﾐSヴW┘ T┌Sﾗヴ IﾗﾐIWヮデ┌;ﾉｷゲWゲ ;ゲ デｴW けWﾏヮｷヴｷIｷゲデ SｷﾉWﾏﾏ;げ ふT┌Sﾗヴが ヱΓΑンぎ ヱンヵ-38) and 
┘ｴ;デ BヴｷｪｷS CｴWヴヴ┞ SWaｷﾐWゲ ;ゲ デｴW けゲWﾉa-SWaｷﾐｷﾐｪ Wﾐデｷデ┞げ ｷﾐ ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ 
(Cherry, 2009: 21-ヲンぶく T┌Sﾗヴ ﾗ┌デﾉｷﾐWゲ ;ﾐ ｷゲゲ┌W ┘ｷデｴ ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ｷﾐ ; けIｴｷIﾆWﾐ 
;ﾐS Wｪｪげ ゲIWﾐ;ヴｷﾗく Cｴﾗﾗゲｷﾐｪ WWゲデWヴﾐゲ ;ゲ ; I;ゲW ｷﾐ ヮﾗｷﾐデが T┌Sﾗヴ ;ヴｪ┌Wゲ デｴ;デ ｷﾐ 
identifying the markers of the genre, one must have first identified those films as 
westerns. But these can only be acknowledged as westerns on the basis of the 
markers, which can only be realised once the films have been agreed to be 
┘WゲデWヴﾐゲ ぐ ふT┌Sﾗヴが ヱΓΑンぎ ヱンヵ-38ぶく Iﾐ ; ゲｷﾏｷﾉ;ヴ ゲデ;ﾐIW デﾗ T┌Sﾗヴげゲが CｴWヴヴ┞ ;ヴｪ┌Wゲ デｴ;デ 
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デｴｷﾐﾆｷﾐｪ ﾗa ｪWﾐヴW Iﾉ;ゲゲｷaｷI;デｷﾗﾐ ;ゲ ; けI;デWｪﾗヴｷI;ﾉ デ┞ヮWげ ┘ｷデｴ Iﾗﾏﾏﾗﾐ Iｴ;ヴ;IデWヴｷゲデｷIゲ 
can be a contradictory and self-defeating process. That is, as you identify essential 
features drawn from films considered typical of their genre, you are simultaneously 
categorising those films as being typical of that genre. Also, approaching genre in 
デWヴﾏゲ ﾗa けSｷゲデｷﾐIデｷ┗W Iｴ;ヴ;IデWヴｷゲデｷIゲげ ヴｷゲﾆゲ ﾉｷﾏｷデｷﾐｪ デｴW ｪWﾐヴW ┘ｷデｴｷﾐ デｴﾗゲW ｪWﾐヴW-
defining films and distinctions that excludes films that are too divergent (Cherry, 
2009: 21-23).  
W;ﾉﾆWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ a;ﾉﾉゲ ｷﾐデﾗ デｴｷゲ ┗Wヴ┞ ヮヴWSｷI;ﾏWﾐデく B┞ WﾉｷIｷデｷﾐｪ 
horror tropes, Walker safely redeems the cycle in the name of horror, constructing 
a seemingly more secure and stable grouping of films and therefore eradicating the 
issue of defining the more conflicting films as horror. However, Walker can only do 
so because he narrows his analysis to the formulaic horrors in an approach that 
けﾉﾗﾗﾆゲ aﾗヴ ｴﾗヴヴﾗヴ ｷﾐ デｴW ┘ヴﾗﾐｪ ヮﾉ;IWげく B┞ デｴｷゲ I ﾏW;ﾐ デｴ;デ W;ﾉﾆWヴげゲ ﾗ┗WヴヴｷSｷﾐｪ 
concern in establishing it as a grouping of horror films fails to engage with, and 
therefore fundamentally misunderstands, what is the horror of these films. Such a 
search for symmetry can be found also in Barr┞ KWｷデｴ Gヴ;ﾐデげゲ ゲIヴ┌デｷﾐ┞ ﾗa ┘ｴ;デ ｴW 
calls the Yuppie Horror film. Although Grant argues the Yuppie Horror cycle 
a┌ﾐIデｷﾗﾐゲ ﾗﾐ ; SｷaaWヴｷﾐｪ ﾉﾗｪｷI デﾗ デｴW ｴﾗヴヴﾗヴ ｪWﾐヴWが ｴW ヮヴﾗヮﾗゲWゲ ｷデ ゲｴ;ヴWゲ ﾏ┌Iｴ けゲデ┞ﾉW 
;ﾐS ゲ┞ﾐデ;┝げ ┘ｷデｴ デｴW ｪWﾐヴW ふGヴ;ﾐデが ヲヰヰヴぎ ヱヵンぶ ;ﾐS ゲWWﾆゲ デﾗ prove films such as After 
Hours (Martin Scorsese, 1985) and Fatal Attraction (Adrian Lyne, 1987) adhere to 
デｴW ﾉ;ﾐｪ┌;ｪW ﾗa ｴﾗヴヴﾗヴが ;ﾐ ;ヮヮヴﾗ;Iｴ ;ﾐデｷIｷヮ;デｷﾐｪ W;ﾉﾆWヴげゲく M┌Iｴ ﾗa デｴW ヮヴﾗﾏｷゲW ﾗa 
; ヴ;SｷI;ﾉ ヴW;Sｷﾐｪ ｷゲ SWﾐｷWS ｷﾐ Gヴ;ﾐデげゲ デｴWﾗヴWデｷI;ﾉ ;ヮヮヴﾗ;Iｴが aﾗヴ ｷt projects generic 
horror structures onto the films, as if laying over tracing paper and etching 
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conventions into the narrative. By ignoring the diversity of film form Walker 
similarly does not take the opportunity to ask why films such as Harry Brown or 
Summer Scars have been at moments described as Hoodie Horrors, contributing to 
a flawed methodological analysis.  
“ｷﾏｷﾉ;ヴ ヮヴﾗHﾉWﾏゲ ;ヴW WﾐIﾗ┌ﾐデWヴWS ｷﾐ W;ﾉﾆWヴげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa デｴW ;ヮヮ;ヴWﾐデ ヴW;ﾉｷゲﾏ 
;デ ヮﾉ;┞ ｷﾐ デｴW aｷﾉﾏゲく W;ﾉﾆWヴ IﾗﾐデW┝デ┌;ﾉｷゲWゲ デｴW I┞IﾉWげゲ ヴW;ﾉｷゲﾏ within two 
approaches: the authenticity of the demonising discourses that fuel the cinematic 
ヴWヮヴWゲWﾐデ;デｷﾗﾐゲが ;ﾐS デｴW ｷﾐSｷ┗ｷS┌;ﾉ aｷﾉﾏゲげ Wﾏヮﾉﾗ┞ﾏWﾐデ ﾗa ヴW;ﾉｷゲﾏ ;ゲ ; ゲデ┞ﾉｷゲデｷI デﾗﾗﾉく 
Walker rightly contests both on the levels of accuracy of the discourses and then by 
re-appropriating individual filmic style into one associated more with horror.  
DWゲIヴｷHｷﾐｪ デｴW ﾏWSｷ; SｷゲIﾗ┌ヴゲWゲ ﾗa デｴW ｴﾗﾗSｷW ;ゲ SWﾏﾗﾐｷゲｷﾐｪ ;ﾐS け;ヮﾗI;ﾉ┞ヮデｷI ヮヴWゲゲ 
ヴWヮﾗヴデ;ｪWげ ふW;ﾉﾆWヴが ヲヰヱヶぎ ΒΑぶが W;ﾉﾆWヴ ;ヴｪ┌Wゲ デｴ;デ デｴW W┝IWゲゲｷ┗WﾐWゲゲ ﾗa デｴW ヴｴWデﾗヴｷI 
describing hoodies as, for example, monstrous, feral, inhuman, scum, functions to 
ｪWﾐWヴ;デW aW;ヴ ;ﾐS IヴW;デW ﾏﾗSWヴﾐ S;┞ けaﾗﾉﾆ-SW┗ｷﾉゲげが ;ﾐS ;ヴW ゲﾗIｷ;ﾉ Iﾗﾐゲデヴ┌Iデゲ デｴ;デ 
enable the moral majority to create symbolic space between them and the 
underclass. The Hoodie is not an authentic representation of an underclass 
adolescent, but rather an act of classist stereotyping that imbues the Hoodie as 
ヴWヮヴWゲWﾐデ;デｷ┗W ﾗa ; ﾏﾗヴ;ﾉ Sﾗ┘ﾐデ┌ヴﾐ ｷﾐ デｴW ﾐ;デｷﾗﾐ ;ﾐS デｴ┌ゲ ; けゲデ;デW-of-the-ﾐ;デｷﾗﾐげ 
signifier for a rotten Britain of the 2000s (88-89). Walker takes similar umbrage with 
デｴW I┞IﾉWげゲ ;ヮヮ;ヴWﾐデ IｷﾐWﾏ;デｷI ヴW;ﾉｷゲﾏ ;ﾐS ｴWヴW ┌ﾐSWヴデ;ﾆWゲ ; デ┘ﾗ-forked critique. 
Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ Jﾗｴﾐ Hｷﾉﾉげゲ ┘ﾗヴﾆ ﾗﾐ Bヴｷデｷゲｴ ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏが W;ﾉﾆWヴ ヮﾗゲｷデゲ デｴ;デが ﾏ┌Iｴ 
like the Hoodie of the media, realism is another construct that mythologises the 
working class but is accepted as authentic due in part to an absence of a working-
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class presence in British culture (Hill in Walker, 2016: 95). What we understand 
then of the working-class is always through a mediated form and predominately 
デｴヴﾗ┌ｪｴ けI┌ﾉデ┌ヴ;ﾉﾉ┞ ;Iﾆﾐﾗ┘ﾉWSｪWS ｪWﾐWヴｷI SWﾏ;ヴI;デｷﾗﾐゲげ H;ゲWS ┌ヮﾗﾐ ゲﾗIｷ;ﾉ 
stereotypes (Hill in Walker, 2016: 96). For Walker, realism in film is a fallacy, for 
ﾐﾗデｴｷﾐｪ I;ﾐ W┗Wヴ HW デヴ┌ﾉ┞ けヴWaﾉWIデｷ┗W ﾗa ヴW;ﾉ ﾉｷaWげ ふW;ﾉﾆWヴが ヲヰヱヶぎ Γヶぶく Cｷting Cherry 
Tree Lane as an example, Walker argues we then mistake the representations of the 
youth as realistic for we only know these figures through the demonising discourses 
ﾗa デｴW ﾏWSｷ;く F┌ヴデｴWヴﾏﾗヴWが ┘W デｴWﾐ ｷﾐデWヴヮヴWデ デｴW aｷﾉﾏげゲ aﾗヴﾏ に long shots and 
close-ups に ;ゲ けヴW;ﾉｷゲﾏげが a;┗ﾗ┌ヴｷﾐｪ デｴｷゲ IｷﾐWﾏ;デｷI aﾗヴﾏ ;デ デｴW W┝ヮWﾐゲW ﾗa デｴW 
けデWﾏヮWヴWS “デW;SｷI;ﾏ ゲWケ┌WﾐIWゲげ ;ﾐS ｴ;ヴゲｴ Iﾗﾉﾗ┌ヴゲ ﾏﾗヴW ;ﾆｷﾐが ;IIﾗヴSｷﾐｪ デﾗ W;ﾉﾆWヴが 
to A Clockwork Orange (Stanley Kubrick, 1971), a horror film. This misdirection, for 
Walker, resuﾉデゲ ｷﾐ ｷﾐデWヴヮヴWデｷﾐｪ デｴW aｷﾉﾏ ;ゲ けｪヴｷデデ┞ ヴW;ﾉｷゲﾏげ ヴ;デｴWヴ デｴW ｴﾗﾏW ｷﾐ┗;ゲｷﾗﾐ 
narrative it actually is (94-95).  
WｴｷﾉW W;ﾉﾆWヴげゲ W┝;ﾏヮﾉW ﾗa Cherry Tree Lane, in his appraisal of how a hierarchy of 
concerns can result in a misreading of genre, highlights a valuable lesson in film 
cycle and genre theory, his reading of realism in the Hoodie Horror returns us to the 
same problem his theory poses for the location of horror in the films. Again, Walker 
ｷゲ ;ゲﾆｷﾐｪ デｴW ┘ヴﾗﾐｪ ケ┌Wゲデｷﾗﾐが ;ﾐS ｴWヴW IﾏﾗｪWﾐ T┞ﾉWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa O┘Wﾐ JﾗﾐWゲげ 
criticism of the construction of the Chav in the media resonates. Tyler highlights a 
a┌ﾐS;ﾏWﾐデ;ﾉ ｷゲゲ┌W ┘ｷデｴ JﾗﾐWゲげ ヲヰヱヲ Hﾗﾗﾆが Chavs: that the critical question is not 
whether such demonising discourses stand firm under scrutiny, but rather how (my 
emphases) such figurative representations sustain the mechanisms of power (Tyler, 
2013: 170-71). Critical questions for the cycle are, then, not so much whether the 
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ヴW;ﾉｷゲﾏ ﾗヴ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ;ヴW けデヴ┌Wげが ;II┌ヴ;デW ﾗヴ ;┌デｴWﾐデｷIが H┌デ ヴ;デｴWヴ why the 
constr┌Iデｷﾗﾐゲ ;ヴW ヮﾗゲｷデWS ;ゲ ; けデヴ┌デｴげが ;ﾐS ┘ｴ;デ デｴW a┌ﾐIデｷﾗﾐ ﾗa デｴW ;WゲデｴWデｷIゲ ﾗa 
ｴﾗヴヴﾗヴ ;ﾐS Sｷゲｪ┌ゲデ ｷゲ ｷﾐ デｴW ヴWヮヴWゲWﾐデ;デｷﾗﾐゲく W;ﾉﾆWヴげゲ aﾗI┌ゲ ﾗﾐ デｴW ｴﾗヴヴﾗヴ ﾏ;┞ ┘Wﾉﾉ 
Wゲデ;Hﾉｷゲｴ ｷデゲ ｪWﾐWヴｷI ;aaｷﾉｷ;デｷﾗﾐゲく TｴW ;ヴｪ┌ﾏWﾐデげゲ Sヴｷ┗W デﾗ SWIﾗ┌ヮﾉW デｴW ヴW;ﾉｷゲﾏ aヴﾗﾏ 
horror, aゲｷSW aヴﾗﾏ W;ﾉﾆWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW HﾗﾗSｷWが ﾉW;Sゲ デｴW I┞IﾉW ｷﾐデﾗ ; ｪWﾐWヴｷI 
grounding that forfeits the fundamental question: what makes a film a Hoodie 
Horror?  
1.6: Social abjection に the rhetoric of the Hoodie Horror 
IﾏﾗｪWﾐ T┞ﾉWヴげゲ Revolting Subjects provides the preliminary hypothesis for this 
analysis of the horrorisation of Hoodies and the spaces they inhabit in the Hoodie 
Hﾗヴヴﾗヴ I┞IﾉWく T┞ﾉWヴげゲ ゲデ┌S┞ ｷゲ ヮヴｷﾏ;ヴｷﾉ┞ IﾗﾐIWヴﾐWS ┘ｷデｴ デｴｷﾐﾆｷﾐｪ ;Iヴﾗゲゲが ;ﾐS Sヴ;┘ｷﾐｪ 
upon, a diverse body of theoretical scholarship, including psychosocial studies and 
political philosophy. Tyler admits her work is unabashed in not remaining faithful to 
KヴｷゲデW┗;げゲ けﾗヴデｴﾗSﾗ┝ ヮゲ┞Iｴﾗ;ﾐ;ﾉ┞デｷI;ﾉ ﾉﾗｪｷIげが H┌デ ヴ;デｴWヴ ゲWWﾆゲ デﾗ ヴWヮﾗゲｷデｷﾗﾐ ;HﾃWIデｷﾗﾐ 
within the political realms of sovereign power, subjugation and subject making 
ふT┞ﾉWヴが ヲヰヱンぎ ヱンぶく Iデ ゲ┌ｪｪWゲデゲ ;┗Wﾐ┌Wゲ aﾗヴ デｴｷゲ デｴWゲｷゲ ｷﾐ ﾐﾗデ ﾗﾐﾉ┞ ゲｷデ┌;デｷﾐｪ デｴW I┞IﾉWげゲ 
representations of Hoodies and housing estates in relation to her paradigm of social 
abjection, but also situating the Hoodie Horror cycle within what Tyler terms the 
discourse of social abjection. Tyler considers media in all forms critical to what Boris 
B┌SWﾐ IﾗﾐIWヮデ┌;ﾉｷゲWゲ ;ゲ けデｴW I┌ﾉデ┌ヴ;ﾉｷゲ;デｷﾗﾐげ ﾗa ゲﾗIｷ;ﾉ ;ﾐS Iﾉ;ゲゲ ゲデヴ┌ｪｪﾉWゲ ふB┌SWn 
cited in Tyler, 2013: 145). Referring to the genre of reality television specifically, 
Imogen Tyler and Bruce Bennett argue such visibility not only exploits the 
participants, but can also discriminate by distorting representation, resulting in an 
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inflammatory discourse of stigmatization (Tyler and Bennett, 2010). For Tyler, 
political dialogue of neoliberal governance is dispersed from the classical sphere of 
state mechanisms to spaces of popular culture. It is within these domains this thesis 
wishes to insert the Hoodie Horror, situating it within the abject discourses of the 
underclass and housing estates. Although the films are not in the reality television 
genre, they similarly fetishize the underclass, their excessive representations of 
abject states thus extending the visibility of these stigmatised forms, adding to the 
shaping of public opinion about these communities.  
In broad terms, Tyler is offering a social and cultural account of neoliberalism as a 
form of governance, developing her conceptualisation of social abjection as a 
theoretical reso┌ヴIW デｴヴﾗ┌ｪｴ ┘ｴｷIｴ デﾗ W┝ヮﾉﾗヴW けゲデ;デWゲ ﾗa W┝Iﾉ┌ゲｷﾗﾐげ ふT┞ﾉWヴが ヲヰヱンぎ ヴぶく 
Arguing that a central tenet of neoliberal states is the procurement of consent for 
policies and strategies through the production of fear, Tyler posits public anxieties 
and hostilities are focused towards certain groups and communities within the 
population that are publicly imagined as a threat to the nation. Terming these 
figurative scapegoats as national abjects, Tyler determines these figures function as 
ideological conductors to legitimise repressive state interventions. As with 
KヴｷゲデW┗;げゲ ヮゲ┞Iｴﾗ;ﾐ;ﾉ┞デｷI;ﾉ ;IIﾗ┌ﾐデ ﾗa ;HﾃWIデｷﾗﾐが T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ 
abjection is to do with separating, demarcating and differentiating. As Tyler writes, 
ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデゲ ;ヴW けデｴW HﾗヴSWヴ ゲ┌HﾃWIデゲ ﾗa the neoliberal body public に those 
┘ｴﾗゲW ﾉｷ┗Wゲ ;ヴW SWWﾏWS ┘ﾗヴデｴﾉWゲゲ ﾗヴ W┝ヮWﾐS;HﾉWげ ふヱヰぶく Iデ ｷゲ デｴヴﾗ┌ｪｴ ヮﾗﾉｷデｷI;ﾉが 
cultural and social mechanisms of communication, such as the mass media, 
government policy, and public relations, that the stigmatizing discourses of the 
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national abjects are fabricated. Here Tyler extends the communications systems by 
WﾏHヴ;Iｷﾐｪ “デ┌;ヴデ H;ﾉﾉげゲ ｴ┞ヮﾗデｴWゲｷゲ ﾗa ｴﾗ┘ デｴW ｷﾐ┌ヴWﾏWﾐデ ﾗa ヮ┌HﾉｷI ﾗヮｷﾐｷﾗﾐ ｷﾐデﾗ 
IﾗﾐゲWﾐデ ｷゲ ;IｴｷW┗WS デｴヴﾗ┌ｪｴ けヴWヮWデｷデｷﾗﾐ ;ﾐS ;II┌ﾏ┌ﾉ;デｷﾗﾐ ﾗa W┝ヮヴWゲゲｷﾗﾐゲ ;ﾐS 
beliefsげ ふヱヰぶ ｷﾐ ゲﾗIｷ;ﾉ ゲヮ;IWゲ ﾗa W┗Wヴ┞S;┞ ﾉｷaW ふH;ﾉﾉ et al, 1978), whether these be 
pubs, street-corners, or now online, such as wall posts and blogs, as Tyler suggests, 
re-ｷﾏ;ｪｷﾐｷﾐｪ H;ﾉﾉげゲ ;ヴｪ┌ﾏWﾐデ aﾗヴ デｴW デ┘Wﾐデ┞-first century (Tyler, 2013: 10). This 
thesis does not have the scope for a full examination of this paradigm. Rather, I 
propose to draw ﾗﾐ ﾆW┞ WﾉWﾏWﾐデゲ ﾗa T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが 
encompassing her concept of the national abject and council estates as stigmatized 
territories.   
A keystone of T┞ﾉWヴげゲ ┘ﾗヴﾆ ｷゲ デﾗ ﾉﾗI;デW ゲデ;デWが ﾐ;デｷﾗﾐ ;ﾐS ゲ┌HﾃWIデ ┘ｷデｴｷﾐ デｴW ﾐWﾗ-
liberal Britain of the early millennium. The body as abject has been fundamental to 
Hﾗデｴ CヴWWSげゲ ;ﾐS KヴｷゲデW┗;げゲ ┘ﾗヴﾆが ;ゲ ┘Wﾉﾉ ;ゲ ;ヮヮヴﾗ;IｴWゲ デﾗ ｴﾗヴヴﾗヴ ｷﾐ ｪWﾐWヴ;ﾉく Wｴｷﾉゲデ 
those practices are primarily based within psychoanalytical methods that seek to 
┗;ﾉｷS;デW ;ﾐS Sﾗﾏｷﾐ;デW ｴﾗヴヴﾗヴげゲ I┌ﾉデ┌ヴ;ﾉ ┘ﾗヴデｴ ;ﾐS ゲｷｪﾐｷa┞ ; デヴ;ﾐゲｴｷゲデﾗヴｷI;ﾉ ヮヴﾗIWゲゲが 
T┞ﾉWヴ aﾗヴﾏ┌ﾉ;デWゲ ; ﾏﾗSWﾉ デｴ;デ ﾉﾗI;デWゲ けﾏ;ﾆｷﾐｪ ;HﾃWIデげ ;ﾐS デｴW ゲデ;デW ﾗa ;HﾃWIデｷﾗﾐ ;ゲ ; 
けﾉｷ┗WS ヮヴﾗIWゲゲげ ふT┞ﾉWヴが 2013: 4) within a historically specific political and cultural 
process of neoliberal governmentality. Crucial for Tyler is considering abjection a 
ヮヴ;IデｷIW ﾗa けゲ┌Hﾃ┌ｪ;デｷﾗﾐ ;ﾐS ヴWゲｷゲデ;ﾐIWげ ふヴぶ ┌ﾐSWヴヮｷﾐﾐｷﾐｪ デｴW デｴWﾗヴ┞ ﾗa ヮﾗﾉｷデｷI;ﾉ ;ﾐS 
state power, and, in J┌Sｷデｴ B┌デﾉWヴげゲ デWヴﾏゲが デﾗ ヴWaﾉWIデ ┌ヮﾗﾐ ;HﾃWIデｷﾗﾐ ﾐﾗデ ;ゲ ; 
けヮWヴﾏ;ﾐWﾐデ IﾗﾐデWゲデ;デｷﾗﾐ ﾗa ゲﾗIｷ;ﾉ ﾐﾗヴﾏゲ IﾗﾐSWﾏﾐWS デﾗ デｴW ヮ;デｴﾗゲ ﾗa ヮWヴヮWデ┌;ﾉ 
a;ｷﾉ┌ヴWげが H┌デ ｷﾐゲデW;S ;ゲ け; IヴｷデｷI;ﾉ ヴWゲﾗ┌ヴIW ｷﾐ デｴW ゲデヴ┌ｪｪﾉW デﾗ ヴW;ヴデｷI┌ﾉ;デW デｴW デWヴﾏゲ ﾗa 
symbolic legitimacy and intelliｪｷHｷﾉｷデ┞げ ふB┌デﾉWヴ citied in Tyler, 2013: 13). For Tyler, the 
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abject returns as the body as sovereign subject, formed by the machinations of 
state through its exemption. State power is contingent upon the production of 
;HﾃWIデ ゲデ;デWゲ けデﾗ Iﾗﾐゲデｷデ┌デW ｷデゲWﾉa ;ﾐS ｷデゲ HﾗヴSWヴゲげ ふヴヶぶく Iﾐ The Birth of Biopolitics, 
MｷIｴWﾉ Fﾗ┌I;┌ﾉデ ;ヴｪ┌Wゲ デｴ;デ ゲｷﾐIW デｴW “WIﾗﾐS WﾗヴﾉS W;ヴ ;ﾐ┝ｷWデ┞ ﾗ┗Wヴ けHｷｪ ゲデ;デWげ 
governance has influenced national governments to create conditions that 
┘WﾉIﾗﾏWS デｴW aヴWW ﾏ;ヴﾆWデが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ; けゲデ;デW ┌ﾐSWヴ the supervision of the 
ﾏ;ヴﾆWデげ ふFﾗ┌I;┌ﾉデが ヲヰヰΒぎ ヱヱヶぶく Fﾗ┌I;┌ﾉデ a┌ヴデｴWヴ ﾐﾗデWゲ デｴW Wﾐゲ┌ｷﾐｪ ヮ;ヴ;Sﾗ┝く 
Governing for the market entails governing against the people by deregulating 
resources and unblocking impediments to maximize capital: the state does not 
shrink nor relinquish power. Thus, neoliberal politics are state-phobic but also 
SWﾏ;ﾐS ﾗa デｴW ゲデ;デW けヮWヴﾏ;ﾐWﾐデ ┗ｷｪｷﾉ;ﾐIWが ;Iデｷ┗ｷデ┞が ;ﾐS ｷﾐデWヴ┗Wﾐデｷﾗﾐげ ふヱヱヶぶく  
T;ﾆｷﾐｪ Fﾗ┌I;┌ﾉデげゲ ┘ﾗヴﾆ ;ゲ ; I┌Wが T┞ﾉWヴ IﾗﾐデW┝デ┌;ﾉｷゲWゲ IﾗﾐデWﾏヮﾗヴ;ヴ┞ Bヴｷデ;ｷﾐ ;ゲ ; 
state that since the 1970s has witnessed the rollback of the welfare state, and the 
Wヴﾗゲｷﾗﾐ ﾗa ┘ﾗヴﾆWヴゲげ ヴｷｪｴデゲ ;ﾐS Iｷ┗ｷﾉ ﾉｷHWヴデｷWゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ; ヴｷゲW ﾗa ゲﾗIｷ;ﾉ ｷﾐWケ┌;ﾉｷデ┞ 
and the overturning of social mobility (Tyler, 2013: 6). Thus neoliberal governance 
works to manufacture economic inequality and social insecurity. Tyler argues such a 
ﾐWﾗﾉｷHWヴ;ﾉ ゲデ;デW IヴW;デWゲ ┘ｴ;デ )┞ｪﾏ┌ﾐデ B;┌ﾏ;ﾐ I;デWｪﾗヴｷゲWゲ ;ゲ け┘;ゲデWS ｴ┌ﾏ;ﾐゲげ 
(Bauman, 2004: 5) and decomposing neighbourhoods (24-25), whilst producing a 
climate of pubic anxieties and hostilities that are directed towards populations 
marginalised as parasitical burdens and threats to the stability and security of the 
state. It is these populations that are reconfigured into what Tyler categorises as 
the figure of the national abject, a symbolic figure assembled as an ideological 
strategy of neoliberal governmentality. The mechanisms of such governance 
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conflate, reframe and fetishize events, discourses, and figures to mobilise public 
consensus for punitive reform. In this way the immigrant becoﾏWゲ けデｴW ｷﾉﾉWｪ;ﾉ 
ｷﾏﾏｷｪヴ;ﾐデげが デｴW ;ゲ┞ﾉ┌ﾏ ゲWWﾆWヴ けデｴW Hﾗｪ┌ゲ ;ゲ┞ﾉ┌ﾏ ゲWWﾆWヴげが デｴﾗゲW ﾉｷ┗ｷﾐｪ ｷﾐ ヮﾗ┗Wヴデ┞ 
けデｴW Iｴ;┗げ ;ﾐS けデｴW ┌ﾐSWヴIﾉ;ゲゲげ ふT┞ﾉWヴが ヲヰヱンぎ Γぶく TｴWゲW ヴWIﾗﾐaｷｪ┌ヴ;デｷﾗﾐゲ ﾏ;ﾆW ┌ヮ デｴW 
national abject, Tyler argues, and are intentionally perceived and constructed 
within the political and cultural discourses of the public domain in excessive and 
distorted forms (9-ヱヰぶ デｴ;デ a┌ﾐIデｷﾗﾐ ;ﾆｷﾐ デﾗ Hﾗﾏｷ Bｴ;Hｴ;げゲ IﾗﾐIWヮデ ﾗa けデｴW 
SｷゲI┌ヴゲｷ┗W ゲデヴ;デWｪ┞ ﾗa デｴW ゲデWヴWﾗデ┞ヮWげが ｷデゲWﾉa ; SｷゲIヴｷﾏｷﾐ;デﾗヴ┞ ヮヴ;IデｷIW ふBｴ;Hｴ;が 
1983: 18). For Bhabha, the stereotype is formed within what he terms the analytic 
of ambivalence, which ensures the representation is beyond experiential proof. It 
デｴｷゲ ;ﾏHｷ┗;ﾉWﾐIW デｴ;デ ｷゲ IヴｷデｷI;ﾉ aﾗヴ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが ;ゲ ゲｴW 
perceives it to provide the national abject with the figurative mobility and the 
political currency that sanctions the persistent reconfigurations as seen with the 
chav, the traveller and so forth (Tyler, 2013: 9). If the exemplary neoliberal citizen is 
defined by its mobiliデ┞が aﾉW┝ｷHｷﾉｷデ┞ ;ﾐS けｷﾐSｷ┗ｷS┌;ﾉｷゲWS ﾐﾗデｷﾗﾐ ﾗa ゲWﾉaｴﾗﾗSげ デｴ;デ ゲWｷ┣Wゲ 
デｴW けヴｷｪｴデげ ﾉｷaWゲデ┞ﾉW IｴﾗｷIWゲ ふヱヵΒぶが デｴWﾐ デｴW ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデ ﾉｷWゲ ｷﾐ ﾗヮヮﾗゲｷデｷﾗﾐ ;ゲ ; 
けa;ｷﾉWS Iｷデｷ┣Wﾐげ ふヱヶヱぶく Iﾐ ; ﾐWﾗﾉｷHWヴ;ﾉ ゲデ;デW ｷデ ｷゲ デｴW ｷﾐSｷ┗ｷS┌;ﾉ ┘ｴﾗ ｷゲ ヴWゲヮﾗﾐゲｷHﾉW aﾗヴ 
her or his o┘ﾐ ヮヴﾗゲヮWヴｷデ┞く Oﾐﾉ┞ デｴW けヴｷｪｴデげ ゲWﾉa-management can enable the 
aspirations of the citizen to grasp the opportunities presented (158-ヶンぶく けF;ｷﾉWS 
Iｷデｷ┣Wﾐゲげが ┌ﾐ;HﾉW デﾗ IﾗﾐデヴｷH┌デW デﾗ デｴW ;S┗;ﾐIWﾏWﾐデ ﾗa デｴW ゲデ;デWが HWIﾗﾏW 
entrenched within an existence of misery by being denied citizenship and excluded 
aヴﾗﾏ デｴW ゲデ;デW ヮヴﾗヮWヴ ;ゲ け┘;ゲデWS ｴ┌ﾏ;ﾐゲげ デﾗ ヴWゲｷSW ;デ デｴW HﾗヴSWヴゲ ﾗa ゲﾗ┗WヴWｷｪﾐ 
territories (Bauman, 2004: 5).  
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The paradoxical logic of the concept of abjection is present in social abjection in 
how waste populatiﾗﾐゲ ;ヴW けｷﾐIﾉ┌SWS デｴヴﾗ┌ｪｴ デｴWｷヴ W┝Iﾉ┌ゲｷﾗﾐげ ふT┞ﾉWヴが ヲヰヱンぎ ヲヰぶく 
Tyler draws upon Georges B;デ;ｷﾉﾉWげゲ Wゲゲ;┞が けAHﾃWIデｷﾗﾐ ;ﾐS ﾏｷゲWヴ;HﾉW aﾗヴﾏゲげ 
(1934/1993) to highlight how waste populations に デｴW ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデ ｷﾐ T┞ﾉWヴげゲ 
account に created by the sovereign state constitute a section of the dominant 
culture. These disposable populations are an unwanted, but necessary, excess that 
threatens the state from within, but cannot be fully expelled, since they legitimize 
the sovereignty, and constitute the borders, of the nation state. The national abject 
is thus the figurative border and also the object the sovereignty seeks to police. It is 
what Kristeva identifies as the ambivalence in abjection. While the state seeks to 
W┝ヮWﾉが デﾗ け┗ﾗﾏｷデげ デｴW デｴヴW;デが ｷデ ﾐW┗Wヴ a┌ﾉﾉ┞ ヴWﾉeases its control of it. Abjection is to 
reside within a continuous state of danger (Kristeva, 1982: 11). This translates in 
T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ｷﾐデﾗ ; ヮﾗﾉｷデｷI;ﾉ ヮヴﾗIWゲゲ ﾗa デｴW ゲﾗ┗WヴWｷｪﾐデ┞ W┝ヮﾉﾗｷデｷﾐｪが ﾗヴ IヴW;デｷﾐｪが 
けIヴｷゲｷゲ ﾏ;ﾐ;ｪWﾏWﾐデげ W┗Wﾐデゲ ｷﾐ ﾗヴSWヴ デﾗ ﾗHデ;ｷﾐ consent for authoritarian 
governance. (Tyler, 2013: 8). Tyler provides the economic crisis of 2007 and the 
riots of 2011 as examples; Brexit could also easily apply. Abjection then concerns 
itself with bordering and surveillance, in both the macro sense of nation-state and 
in the micro via the formulation of individual identity. Judith Butler and Gayatri 
Cｴ;ﾆヴ;┗ﾗヴデ┞ “ヮｷ┗;ﾆげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ デｴW ゲ┌HﾃWIデ ;ﾐS ゲデ;デW ;ヴW ﾐﾗデ ゲデ;デｷI ﾗヴ 
hegemonic entities, but rather fluid forms (Butler and Spivak, 2007) allows TyﾉWヴげゲ 
┘ﾗヴﾆ デﾗ IﾗﾐゲｷSWヴ けデｴW ﾏ;ﾆｷﾐｪ ﾗaげ Hﾗデｴ ゲﾗ┗WヴWｷｪﾐデ┞ ;ﾐS ゲ┌HﾃWIデ ｷﾐ SｷaaWヴｷﾐｪ 
configurations (chav, traveller, illegal immigrant), for each crisis or moral panic 
requires a revolting figure to discriminate against symbolically, in order to govern 
and secure its borders. Social abjection is an appropriate concept through which to 
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approach neoliberal governmentality, as the sovereign power is established 
through exclusion (Tyler, 2013: 46).  
Excluding and bordering within the paradigm of abjection requires a process of 
spatializing to create distance, even symbolically, between the abjected and the 
abjecting. Tyler identifies that what aides this spatializing is the condition and 
Wﾏﾗデｷﾗﾐ ﾗa Sｷゲｪ┌ゲデく Fﾗヴが Sヴ;┘ｷﾐｪ ┌ヮﾗﾐ A┌ヴWﾉ Kﾗﾉﾐ;ｷげゲ Wゲゲ;┞ ﾗﾐ Sｷゲｪ┌ゲデが T┞ﾉWヴ 
oHゲWヴ┗Wゲ Sｷゲｪ┌ゲデ デﾗ HW ; けゲヮ;デｷ;ﾉﾉ┞ ;┗Wヴゲｷ┗W Wﾏﾗデｷﾗﾐげ ふヲヲぶが ;ﾐSが ;ゲ Kﾗﾉﾐ;ｷ ;ヴｪ┌Wゲが 
feeling disgust initiates an act of flight from a thing deemed revolting, in order to 
exit the proximity of dirt and to avoid contamination (Kolnai, 2004: 587). Of more 
signiaｷI;ﾐIW デｴﾗ┌ｪｴ デﾗ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ｷゲ Kﾗﾉﾐ;ｷげゲ ┘ﾗヴﾆ ﾗﾐ moral disgust and his 
assertion there is a transference between a physical and moral reaction of 
ヴWヮ┌ﾉゲｷﾗﾐが ┘ｷデｴ ; ﾏﾗヴ;ﾉ ヴW;Iデｷﾗﾐ HWｷﾐｪ H;ゲWS ┌ヮﾗﾐ ; けﾃ┌SｪWﾏWﾐデ ﾗa ┗;ﾉ┌Wげ ふT┞ﾉWヴが 
2013: 23) of that being ヴWヮ┌ﾉゲWSく T┞ﾉWヴげゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデゲ HWIﾗﾏW デｴ┌ゲ S┌W デﾗ 
opinion from popular discourses about behaviour. Chavs are perceived and 
ヮﾗゲｷデｷﾗﾐWS ;ゲ ヮ;ヴ;ゲｷデｷI けSﾗﾉW ゲI┌ﾏげ ;ﾐS ゲﾉﾗデｴa┌ﾉ Iヴｷﾏｷﾐ;ﾉゲ ふヱヶン-67) and the female 
travellers of My Big Fat Gypsy Wedding (2011-2015) are publicly conceived in 
racialized terms as excessive and failed representations of women with their 
けヮWヴﾏ;-デ;ﾐゲげ ;ﾐS けHﾉｷﾐｪ-ﾉﾗ┗ｷﾐｪげ ;デデｷヴW ふヱンΓ-45). The judgemental language applies 
disgust to the culture of the communities and seeks what Tyler br;ﾐSゲ ;ゲ けSｷゲｪ┌ゲデ 
IﾗﾐゲWﾐゲ┌ゲげ ふヲンぶく Iﾐ Purity and Danger, M;ヴ┞ Dﾗ┌ｪﾉ;ゲ ヮﾗゲｷデゲ デｴ;デ ﾐﾗ Sｷヴデ ｷゲ けﾐ;デ┌ヴ;ﾉげが 
and reactions of disgust are entrenched within wider social beliefs (Douglas, 1966). 
When repeated and re-enacted through cultural discourses, the disgust consensus 
shapes public opinion, which is then mobilised in the governance of marginalised 
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communities. The figurative bodies that are articulated with revolting language are 
bound to the signs of disgust, and in turn the disgusted response constitutes the 
けデｴW デヴ┌デｴげ ﾗa デｴ;デ HﾗS┞ ;ﾐS ﾗHﾃWIデ ふAｴﾏWSが ヲヰヰヴぎ ΒΑ-92). The language of disgust is 
the revolting aesthetic of abjection, for it makes visible in shaping and giving form 
to the borders of the state. Disgust facilitates identity through disidentification, 
what William CﾗｴWﾐ IﾗﾐIWヮデ┌;ﾉｷゲWゲ ;ゲ ; けデｴ;デ-is-not-ﾏWげ a┌ﾐIデｷﾗﾐ ﾗa Sｷゲｪ┌ゲデ 
aversion (Cohen, 2005: x). Thus, for Tyler, disgust is political, as it is operationalised 
for the stigmatizing mechanisms of neoliberalist state power to effect social 
inequality through symbolic violence and demonization, and to reinforce the 
boundaries between self and those who threaten to contaminate (Tyler, 2013: 24-
25).   
For Tyler, the symbolic violence acted upon the bodies of the national abject in the 
public arena, that transforms subjects from the disadvantaged into state leeches, 
produces two critical outcomes for these marginalised figures/communities. Firstly, 
it limits the representational agency of those interpellated by the national abject, 
and secondly, it transaｷｪ┌ヴWゲ デｴW ゲ┞ﾏHﾗﾉｷI ｷﾐデﾗ ; ﾉｷ┗WS W┝ヮWヴｷWﾐIW ﾗa けﾏ;デWヴｷ;ﾉ 
┗ｷﾗﾉWﾐIWげ ふヲヶぶく Tｴ;デ ｷゲが SWﾏﾗﾐｷ┣;デｷﾗﾐ ｷﾐ デｴW ヮ┌HﾉｷI ｷﾏ;ｪｷﾐ;ヴ┞ ｷゲ Iﾗﾐ┗WヴデWS ｷﾐデﾗ 
hostility, discrimination and abuse, experienced in the everyday lives of those 
constructed as abject.  
Tyler applies her paradigm of social abjection to figures and communities that have 
been subject to these stigmatizing discourses in contemporary Britain: asylum 
seekers, gypsies, and the poor. But it is the geographical stigmatization of council 
estates that is of importance to this thesis, as it is from these sites as failed states 
 54 
that my work on the Hoodie and its relationship to council estates is drawn. 
Uﾐaﾗヴデ┌ﾐ;デWﾉ┞が ｷデ ｷゲ ﾐﾗデ ┘ｷデｴｷﾐ デｴW ゲIﾗヮW ﾗa デｴｷゲ ヮヴﾗﾃWIデ デﾗ ﾗ┌デﾉｷﾐW T┞ﾉWヴげゲ ┘ﾗヴﾆ ﾗﾐ 
the chav and social housing. Rather, I will apply her paradigm to the 
conceptualisation of Hoodies and estates in the public arena. 
1.7: The Hoodie and the fashion of fear 
[There] is a very public prejudice in this country towards the underclass. 
These kids are ridiculed in the press as they aren't as educated as others, 
because they talk and dress in a certain way... They are aware of the ill 
feelings towards them and that makes them feel alienated. I know because I 
felt it myself growing up. These kids have been beaten into apathy. They 
don't care about society because society has made it very clear that it 
doesn't care about them.  
(Plan B, 2012) 
On 12 May 2005 the national press reported on the Bluewater shopping centre in 
Kent banning individuals from wearing hooded tops from their premises in a zero-
デﾗﾉWヴ;ﾐIW Waaﾗヴデ デﾗ IﾗﾏH;デ IヴｷﾏWく TｴW IWﾐデヴWげゲ ﾏ;ﾐ;ｪWヴが M;デデｴW┘ CﾉWﾏWﾐデゲ, 
SWIﾉ;ヴWS けEﾐゲ┌ヴｷﾐｪ Bﾉ┌W┘;デWヴ ｷゲ ; ゲ;aW ;ﾐS ヮﾉW;ゲ;ﾐデ Wﾐ┗ｷヴﾗﾐﾏWﾐデ ｷゲ ﾗa ヮ;ヴ;ﾏﾗ┌ﾐデ 
ｷﾏヮﾗヴデ;ﾐIW デﾗ ┌ゲげ ふAﾐﾗﾐが ヲヰヰヵ;ぎ ヶぶく Wｷデｴｷﾐ ┘WWﾆゲ Bﾉ┌W┘;デWヴ ｴ;S ヴWヮﾗrted a rise in 
footfall, an impact attributed to the ban (Derbyshire, 2005). Following the 
ヴWヮﾗヴデｷﾐｪが Tﾗﾐ┞ Bﾉ;ｷヴが ゲヮW;ﾆｷﾐｪ ;aデWヴ ; I;HｷﾐWデ ヴWゲｴ┌aaﾉWが ;ﾐﾐﾗ┌ﾐIWS NW┘ L;Hﾗ┌ヴげゲ 
けHﾗﾉS ヮヴﾗｪヴ;ﾏﾏWげ aﾗヴ ｷﾏヮﾉWﾏWﾐデｷﾐｪ デｴWｷヴ ﾏ;ﾐｷaWゲデﾗ ヮﾉWSｪWゲ デﾗ け;SSヴWゲゲ ｴW;S-on 
the pヴｷﾗヴｷデｷWゲ ﾗa デｴW Bヴｷデｷゲｴ ヮWﾗヮﾉW ぐ ┘Wﾉa;ヴW ヴWaﾗヴﾏ ぐ IヴｷﾏWが SｷゲﾗヴSWヴが ヴWゲヮWIデ ﾗﾐ 
our ゲデヴWWデゲげ ふWｴｷデWが ヲヰヰヵぶく Bﾉ;ｷヴ a┌ﾉﾉ┞ ゲ┌ヮヮﾗヴデWS デｴW IWﾐデヴWげゲ H;ﾐが SWIﾉ;ヴｷﾐｪ けPWﾗヮﾉW 
are rightly fed-up with street corner and shopping centre thugs, yobbish behaviour 
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に sometimes from children as young as 10 or 11 whose parents should be looking 
after デｴWﾏげ ふM. White, 2005: 2).  
In May 2005 the figure of the Hoodie was given life and brought into the public 
conscious. Stigmatized in the cultural imaginary as a figure found everywhere, an 
けWデWヴﾐ;ﾉ ゲﾉﾗ┌Iｴｷﾐｪが ｪﾗHHｷﾐｪ ゲデ;ヴ ﾗa CCTVく A ｴｷSSWﾐが ｪﾉﾗ┘Wヴｷﾐｪ ﾗﾏﾐｷヮヴWゲWﾐIW デｴ;デ 
ゲヮW┘ゲ ｴ;デヴWSが ｷｪﾐﾗヴ;ﾐIW ;ﾐS ゲｷﾏﾏWヴｷﾐｪ ┗ｷﾗﾉWﾐIWげ ;ﾐS ; ヮヴﾗS┌Iデ ﾗa けSｷゲｷﾐデWｪヴ;デｷﾐｪ 
families, parents as drunk and as foul-ﾏﾗ┌デｴWS ;ゲ デｴWｷヴ ﾗaaゲヮヴｷﾐｪげ ふ“デﾗデデが ヲヰヰヵぎ ヱヴぶ, 
デｴW HﾗﾗSｷW ゲ┌IIWWSWS デｴW Cｴ;┗ ｷﾐ HWｷﾐｪ デｴW ヮWﾃﾗヴ;デｷ┗W ﾐ;ﾏW ﾗa け;H┌ゲW ﾗa ;ﾐS 
;HｴﾗヴヴWﾐIW ;デ Bヴｷデ;ｷﾐげゲ ヮﾗﾗヴげ ふT┞ﾉWヴが ヲヰヱンぎ ヱヶヲぶく BWaﾗヴW デｴW Bﾉ┌W┘;デWヴ H;ﾐが ; ｴﾗﾗSｷW 
had been recognised and understood as an item of clothing in Britain. Unisex in 
design, ageless and an everyday, all-weather, attire item (McLean, 2005: 2), the 
hoodie had woven a cultural life of its own, traversing leisure wear and subcultures. 
Originating as sportswear, the hoodie has been worn by surfers and become 
synonymous with black American hip-ｴﾗヮ I┌ﾉデ┌ヴWが けﾐ;ヴヴ;デｷﾐｪ デｴW W┝ヮWヴｷWﾐIW ﾗa 
ゲﾗIｷ;ﾉ W┝Iﾉ┌ゲｷﾗﾐげ ふMI‘ﾗHHｷW cited in McLean, 2005: 2), before entering the 
mainstream through global music culture (McLean, 2005:2). In an act of political 
populism, the Hoodie was appropriated by New Labour, annexed into the wider 
government strategy as presented in the 2003 White Paper, Respect & 
Responsibility に Taking a Stand against Anti-Social Behaviour. Tyler assesses how 
before ascending to power in 1997 New Labour rebranded the party in a move to 
けさSWa;ﾐｪざ ﾗヮヮﾗゲｷデｷﾗﾐ;ﾉ Iﾉ;ゲゲ ヮﾗﾉｷデｷIゲげ ふT┞ﾉWヴが ヲヰヱンぎ ヱヵンぶ H┞ W┝ヮ┌ﾐｪｷﾐｪ Iﾉ;ゲゲ ヴｴWデﾗヴｷI 
aヴﾗﾏ ヮﾗﾉｷデｷI;ﾉ Sｷ;ﾉﾗｪ┌Wく Tｴｷゲ ｷゲ W┝ヮﾉｷIｷデﾉ┞ ｷﾉﾉ┌ゲデヴ;デWS ｷﾐ Tﾗﾐ┞ Bﾉ;ｷヴげゲ L;Hﾗ┌ヴ ヮ;ヴデ┞ 
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IﾗﾐaWヴWﾐIW ゲヮWWIｴ ｷﾐ ┘ｴｷIｴ ｴW SWIﾉ;ヴWSが けTｴW Iﾉ;ゲゲ ┘;ヴ ｷゲ ﾗ┗Wヴく B┌デ デｴW ゲデヴ┌ｪｪﾉW aﾗヴ 
tr┌W Wケ┌;ﾉｷデ┞ ｴ;ゲ ﾗﾐﾉ┞ ﾃ┌ゲデ HWｪ┌ﾐげ ふBﾉ;ｷヴが ヱΓΓΓ).   
In its place, New Labour reformulated class-based inequalities as concepts of social 
mobility and meritocracy, political ideas that exploited reconfigurations of the 
underclass, such as the chav and Hoodie, in order to implement economic, welfare, 
crime and social justice reform. Much of the New Labour project can be attributed 
デﾗ デｴW ゲﾗIｷﾗﾉﾗｪｷゲデ Aﾐデｴﾗﾐ┞ GｷSSWﾐゲが ┘ｴﾗゲW ヮﾗﾉｷデｷI;ﾉ ┗ｷゲｷﾗﾐ ┘;ゲ ﾗﾐW ﾗa ; けﾐW┘ 
Wｪ;ﾉｷデ;ヴｷ;ﾐｷゲﾏげ ;IｴｷW┗WS デｴヴﾗ┌ｪｴ ﾐWﾗﾉｷHWヴ;ﾉ ヮｴｷﾉﾗゲﾗヮｴ┞ ふT┞ﾉWヴが ヲヰヱンぎヱヵΒぶく GｷSSWﾐゲげ 
drive to address inequality was underpinned by a belief in a selfhood fashioned by 
globalization and consumerism (158). For Giddens, prosperity would be achieved 
through reframing concepts of class into flexible and individualised notions of 
ゲWﾉaｴﾗﾗSく WW;ﾉデｴ ｷゲ ;IｴｷW┗WS デｴヴﾗ┌ｪｴ けデｴW ヴｷｪｴデ ﾆｷﾐS ﾗa ふﾏｷSSﾉW-Iﾉ;ゲゲぶ ゲWﾉaげが ┘ｴWヴW;ゲ 
けヮﾗﾗヴ ゲWﾉa-ﾏ;ﾐ;ｪWﾏWﾐデげ ┘ﾗ┌ﾉS ヴWゲ┌ﾉデ ｷﾐ Sｷゲ;S┗;ﾐデ;ｪW ;ﾐS ｴ;ヴSゲｴｷヮ ふGｷﾉﾉWゲ, 2005: 
837).  
Thus the hoodie transformed into the Hoodie に a national abject に the ideological 
conductor of neoliberal governmentality used to validate punitive measures against 
Bヴｷデ;ｷﾐげゲ ┌ﾐSWヴIﾉ;ゲゲく Tﾗ ヴWデ┌ヴﾐ デﾗ MI‘ﾗHHｷWげゲ ┘ﾗヴSゲが ﾐﾗ ﾉﾗﾐｪWヴ ┘ﾗ┌ﾉS デｴW ｴﾗﾗSｷW 
narrate social exclusion. Rather, the Hoodie would express social abjection. 
Appﾉ┞ｷﾐｪ T┞ﾉWヴげゲ デWヴﾏｷﾐﾗﾉﾗｪ┞が ┘W I;ﾐ ┌ﾐSWヴゲデ;ﾐS ｴﾗ┘ デｴW HﾗﾗSｷW ┘;ゲ ;ﾐｷﾏ;デWS ｷﾐ 
British popular culture as a reconfiguration of the imagined underclass, as a figure 
of consent formed by a disgust consensus, and a figure through which economic 
interests, ideological philosophies and neoliberal governmental mechanics 
ふｪﾗ┗WヴﾐﾏWﾐデ ヮﾗﾉｷI┞ ;ﾐS ヴｴWデﾗヴｷIが ﾉ;┘ ヴWaﾗヴﾏ ;ﾐS ﾏWSｷ;ぶ IﾗﾐｪヴWｪ;デWS デﾗ けﾉWｪｷデｷﾏｷ┣W 
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the social abjection of the most socially and economically disadvantaged citizens 
┘ｷデｴｷﾐ デｴW ゲデ;デWげ ふT┞ﾉWヴが ヲヰヱンぎ ヱΑヱ). This chapter establishes the figure of the 
HﾗﾗSｷW ┘ｷデｴｷﾐ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐ H┞ W┝ヮﾉﾗヴｷﾐｪ ｴﾗ┘ デｴW HﾗﾗSｷW ┘;ゲ 
animated within political and media rhetoric of the early millennium, and how this 
particular configuration is part of a history of categorising the underclass within 
revolting terminology. Furthermore, I will broaden the discourse to encompass the 
relationship between the Hoodie and the stigmatizing rhetoric of council estates, 
examining how popular culture renditions of the Hoodie outside of media accounts 
furthers the culturalisation of class struggles.   
1.7.1: Name-making/class-making 
In his 2004 book, The Philosopher and His Poor, Jacques Rancière accounts for the 
ﾐ┌ﾏWヴﾗ┌ゲ ｴｷゲデﾗヴｷI;ﾉ Iﾗﾐaｷｪ┌ヴ;デｷﾗﾐゲ ﾗa けデｴW ヮﾗﾗヴげが ;ゲ ; Hヴﾗ;S デerm for the 
WIﾗﾐﾗﾏｷI;ﾉﾉ┞ Sｷゲ;S┗;ﾐデ;ｪWSが aヴﾗﾏ ヮヴﾗﾉWデ;ヴｷ;ﾐが デｴW ﾏ;ゲゲWゲが デｴW ゲﾉ;┗Wが ;ﾐS M;ヴ┝げゲ 
lumpen, to assert that class-making is a practice of name-making. Iﾐ ‘;ﾐIｷXヴWげゲ 
┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa デｴW ┘ﾗヴS けヮﾗﾗヴげが デｴW デWヴﾏ SﾗWゲ ﾐﾗデ ヮヴﾗ┗ｷSW ;ﾐ┞ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa 
the lives of those living in poverty. Rather, it is a process of subjugating, making the 
masses inaudible, and removing their ownership and ability to constitute their own 
identity in a public arena. It is a process of power relations that marginalises the 
masses, with names illuminating not the experience of the poor but rather the 
けa;HヴｷI;デｷﾗﾐが ;Hゲデヴ;Iデｷﾗﾐ ;ﾐS I;ヮｷデ;ﾉｷ┣;デｷﾗﾐ ﾗa ﾗデｴWヴゲ ｷﾐ デｴW ヮヴﾗS┌Iデｷﾗﾐ ﾗa ﾆﾐﾗ┘ﾉWSｪW 
;ﾐS I┌ﾉデ┌ヴWげ ふT┞ﾉWヴが ヲヰヱンぎ ヱΑンぶく TｴW ヮﾗﾗヴ デｴWﾐ HWIﾗﾏW ﾗHﾃWIデゲ ﾗa ﾆﾐﾗ┘ﾉWSｪWが ヴ;デｴWヴ 
than subjects (Parker cited in Rancière, 2004: xiii), and for Rancière are fathomed as 
; IﾗﾉﾉWIデｷﾗﾐ ﾗa ﾐ;ﾏWゲ デｴ;デ けSﾗ ﾐﾗデ W┝ヮヴWゲゲ ;ﾐ ;┘;ヴWﾐWゲゲ ﾗa ; IﾗﾐSｷデｷﾗﾐく TｴWｷヴ 
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ヮヴｷﾏ;ヴ┞ a┌ﾐIデｷﾗﾐ ｷゲ デﾗ Iﾗﾐゲデヴ┌Iデ ゲﾗﾏWデｴｷﾐｪが ; ヴWﾉ;デｷﾗﾐゲｴｷヮ ﾗa ;ﾉデWヴｷデ┞げ ふ‘;ﾐIｷXヴWが 
1997: 23). Thus the poor are the abject, included through exclusion. If the history of 
Iﾉ;ゲゲ ｷゲ ; けｴｷゲデﾗヴ┞ ﾗa ﾐ;ﾏWゲげ ふT┞ﾉWヴが ヲヰヱンぎ ヱΑヵぶが デｴWﾐ ┘W I;ﾐ ┌ﾐSWヴゲデ;ﾐS ｴﾗ┘ デｴWゲW 
discourses manipulate the perceptual frameworks of class for political and cultural 
gain.  
With a focus oﾐ a;ゲｴｷﾗﾐが ﾏWSｷ; ;ﾐS ┞ﾗ┌デｴ SWﾉｷﾐケ┌WﾐI┞が Jﾗﾐ “;┗;ｪWげゲ ┘ﾗヴﾆ Teenage, 
unconsciously reiterates the persistency of class and name-making Rancière 
┌ﾐヮ;Iﾆゲく TｴW Iｴ;ヮデWヴ けHﾗﾗﾉｷｪ;ﾐゲ ;ﾐS Aヮ;IｴWゲげ aﾗI┌ゲWゲ ﾗﾐ Bヴｷデ;ｷﾐ ｷﾐ デｴW Iﾉﾗゲｷﾐｪ 
decades of the 19th IWﾐデ┌ヴ┞ ┘ｴWﾐ け┞ﾗ┌デｴ IヴｷﾏW HWI;ﾏW ; ﾐ;デｷﾗﾐ;ﾉ ｷゲゲ┌W ;ゲ デｴW 
IｴｷﾉSヴWﾐ ﾗa デｴW ┌ヴH;ﾐ ┘ﾗヴﾆｷﾐｪ Iﾉ;ゲゲ WﾉHﾗ┘WS デｴWｷヴ ┘;┞ ｷﾐデﾗ ヮ┌HﾉｷI ;┘;ヴWﾐWゲゲげ 
(Savage, 2008: 41). Savage recounts the rise of urban gangs and how media reports 
explicitly associated these gangs with their aesthetic, explicitly linking delinquency 
with dress in the instances of the Forty Row and Bengal Tiger of Manchester, the 
now familiar Peaky Blinders of Birmingham, the Bowry Boys of London (43). The 
Scuttlers of Manchester were, according to contemporary reports, known for 
┘W;ヴｷﾐｪ ; ヮ┌ﾐIｴWヴげゲ I;ヮが ﾐ;ヴヴﾗ┘-go-wides trousers and heavy customised belts 
(43ぶが ┘ｴWヴW;ゲ Hﾗﾗﾉｷｪ;ﾐゲ ┘ﾗヴW ; ﾐWIﾆWヴIｴｷWaが I;ヮが ;ﾐS デヴﾗ┌ゲWヴゲ けデｷｪｴデ ;デ デｴW ﾆﾐWW 
;ﾐS ┗Wヴ┞ ﾉﾗﾗゲW ;デ デｴW aﾗﾗデげ ふΓヴぶく “;┗;ｪWげゲ ;ﾐ;ﾉ┞ゲｷゲ ヴWゲﾗﾐ;デWゲ ┘ｷデｴ Hﾗデｴ Tyler and 
Rancière in his assertion that youth crime was positioned as a rising threat to 
ﾐ;デｷﾗﾐ;ﾉ ゲWI┌ヴｷデ┞ ;ﾐS ﾗヴSWヴが ﾐWWSｷﾐｪ デﾗ HW Iﾗﾐデ;ｷﾐWS H┞ け;ﾐ ;ﾐ┝ｷﾗ┌ゲ Hﾗ┌ヴｪWﾗｷゲｷW 
┘ｴﾗ ┘WヴW SWデWヴﾏｷﾐWS デﾗ ゲWW デｴWｷヴ ┗ｷゲｷﾗﾐ ﾗa ゲﾗIｷWデ┞ ヮヴW┗;ｷﾉげ ふヴヱぶく “ﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ 
power structures of the era operated to mobilise the public imaginary through 
stigmatizing discourse as a means to govern.  
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Drawing upon Rancière and Savage, we can contextualise the Hoodie within a 
history of name-making and the working-class and/or underclass. In assessing the 
IﾗﾐデWﾏヮﾗヴ;ﾐWｷデ┞ ﾗa デｴW HﾗﾗSｷWが ┘W I;ﾐ ┌ﾐSWヴゲデ;ﾐSが ;ゲ ┘ｷデｴ デｴW Iｴ;┗が ; けヴWデ┌ヴﾐげが ; 
persistency, of associating the underclass with negative and threatening 
connotations, associations that were in existence in Victorian and Edwardian times. 
As Tyler asserts, contemporary fears and historical beliefs converge in abject figures 
デｴヴﾗ┌ｪｴ デｴW ;II┌ﾏ┌ﾉ;デｷﾗﾐ ;ﾐS ヴWヮWデｷデｷﾗﾐ ﾗa SｷゲIﾗ┌ヴゲWゲ ｷﾐ ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴWげゲ 
machinery, to come to be what is known of the marginalised figures/communities 
(Tyler, 2013: 9-10). This speaks to the broader concerns of this thesis in exposing 
anachronism in such class-based name-ﾏ;ﾆｷﾐｪく WｴｷﾉW けHﾗﾗSｷWげ IﾗﾐIWヮデ┌;ﾉｷゲWゲ デｴW 
contemporaneity of the underclass, the associative descriptions explicitly reference 
a past, yet persistent class identity, resulting in a temporal paradox. As with Simon 
‘W┞ﾐﾗﾉSげゲ けS┞ゲIｴヴﾗﾐｷ;げ ふReynold, 2012), this temporal frisson does not produce a 
ゲWﾐゲW ﾗa デｴW ┌ﾐI;ﾐﾐ┞く ‘;デｴWヴが デﾗ ヴWデ┌ヴﾐ デﾗ M;ヴﾆ FｷゲｴWヴげゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa 
hauntology and Frederic Jamesoﾐげゲ ﾐﾗデｷﾗﾐ ﾗa デｴW a;Sｷﾐｪ ﾗa ｴｷゲデﾗヴｷIｷデ┞が ゲ┌Iｴ 
retrospection has been naturalised. Hence, what we understand of the Hoodie 
affirms what we already know of the underclass from successive historical 
discourses: same constitution, different name.  
1.7.2: The animation of the Hoodie 
It is clear that the facilitating mechanisms of popular culture, newspaper 
journalism, cinema, television and the internet, together transformed this abjection 
ﾗa Iﾉ;ゲゲ ｷﾐデﾗ デｴW ;HﾃWIデ aｷｪ┌ヴW ﾗa デｴW HﾗﾗSｷWく Tﾗ ヴWデ┌ヴﾐ デﾗ T┞ﾉWヴげゲ ヮ;ヴ;Sigm, the 
accumulative effects of news stories, images, television programmes and films, 
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situated the Hoodie as successor to the Chav as national abject. Animated in 
けBヴｷデ;ｷﾐげゲ a;┗ﾗ┌ヴｷデW Iｴ;┗げが Little Britainげゲ VｷIﾆ┞ Pﾗﾉﾉ;ヴS ふT┞ﾉWヴが ヲヰヱンぎ ヱヶヴぶ ;ゲ ;ﾐ 
authentｷI ゲﾗIｷ;ﾉ デ┞ヮWが ;ﾐS IWﾏWﾐデWS ｷﾐ Iﾗ┌ﾐデﾉWゲゲ ﾐW┘ゲヮ;ヮWヴ ゲデﾗヴｷWゲ ;ゲ けSﾗﾉW-
scroungers, petty criminals, football hooligans and teenage pram-ヮ┌ゲｴWヴゲげ 
(Davidson, 2004: 14), the chav, through repetitive association, evoked past 
accounts of the poor as immoral, libidinal, and a contaminating threat to wider 
society (Tyler, 2013: 163). The Hoodie followed the chav in being illuminated 
through the demonising external gaze of mediating agencies to becoming another 
ヴW┗ﾗﾉデｷﾐｪ デWヴﾏ aﾗヴ Bヴｷデ;ｷﾐげゲ ┌ﾐSWヴIﾉ;ゲゲく 
By the time the デWヴﾏ けHﾗﾗSｷWげ WﾐデWヴWS デｴW O┝aﾗヴS DｷIデｷﾗﾐ;ヴ┞ ｷﾐ ヲヰヰΑ ふAﾐﾗﾐが ヲヰヰΑd), 
the narrative of the Hoodie had been established in the media. While I agree with 
Walker that Hoodies in media reports are conceptualisations of a deviant teenage 
underclass wearing hooded tops (Walker, 2016), it is important to widen the scope, 
;ﾐS ;ヮヮヴﾗ;Iｴ デｴW HﾗﾗSｷW デﾗ WﾐIﾗﾏヮ;ゲゲ FW;デｴWヴゲデﾗﾐWげゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa デｴW 
othering of the garment (Featherstone, 2013). While the abjection of the Hoodie 
focuses on the threat of violence emanating from the figure, it is critical to 
IﾗﾐデW┝デ┌;ﾉｷゲW デｴｷゲ ┘ｷデｴｷﾐ デｴW HﾗﾗSｷWげゲ ヮﾗﾉｷデｷIｷゲ;デｷﾗﾐが ;ﾐS デｴW ゲ┞ﾏHﾗﾉｷI ┗ｷﾗﾉWﾐIW 
waged on the publicly imagined Hoodie to validate criminalisation of the poor and 
the social exclusion of the underclass as a whole.  
The Bluewater ban on hooded tops introduced an initial blueprint for the animation 
of the Hoodie in the political and public arena. Journalistic accounts of the Hoodie 
Iヴ;aデWS デｴW aｷｪ┌ヴW ｷﾐデﾗ ; ┗;ヴｷWデ┞ ﾗa ゲﾗIｷ;ﾉ ｷﾉﾉゲく HW;SﾉｷﾐWゲ ふaﾗヴ W┝;ﾏヮﾉWが けKｷﾉﾉWS H┞ 
HﾗﾗSｷWゲげ ふL;ﾆWﾏ;ﾐが ヲヰヰヵぶが けHﾗﾗSｷW murders ﾏ;ﾐ ﾗﾐ H┌ゲげ ふAﾐﾗﾐが ヲヰヰヵｪぶが ;ﾐS けBﾗ┞げゲ 
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Tｴヴﾗ;デ “ﾉ;ゲｴWS ｷﾐ けE┝WI┌デｷﾗﾐ Aデデ;Iﾆぎ TWWﾐ;ｪWヴ KｷﾉﾉWS H┞ HﾗﾗSｷWげ ふMｷﾉﾉar and Pettifor, 
2008: 27) positioned the figure of the Hoodie as a violent threat to social order. The 
fatal attack on teenager Ben Hickman, caught up in gang rivalry in Beckenham, 
“ﾗ┌デｴ LﾗﾐSﾗﾐが ┘;ゲ ヴWヮﾗヴデWS ;ゲ I;ヴヴｷWS ﾗ┌デ H┞ ; けｴﾗﾗSｷW-┘W;ヴｷﾐｪ ﾏﾗHげ ﾗa ;ヴﾗ┌ﾐS ヲヰ 
youths (Evans, 2007: 5).  
Hoodies began to be held responsible for more high-profile murders, killings that 
were positioned in the public eye as the senseless murders of innocent victims. The 
racist killing of black teenager, Anthony Walker, was reported as the action of local 
Hoodies. In a killing that mirrored the 1993 Stephen Lawrence case, Anthony was 
murdered with an axe whilst walking home with his cousin and girlfriend: the trio 
were racially abused and Anthony viciously attacked with a single blow to the head 
(Williams, 2005: 5). Similarly, the murder of 11 year old Rhys Jones as he walked 
home from playing football in Croxteth, Liverpool, caught the national imagination 
as a tragic story of young loss, when it became a country-wide story during the late 
summer of 2007. Before the murderer was apprehended, media accounts waged a 
campaign to unearth the killer, again attributing the attack to a Hoodie. 
DWゲIヴｷヮデｷﾗﾐゲ ﾗa ; けｴｷデﾏ;ﾐ HﾗﾗSｷWげ ふP;デヴｷIﾆが ヲヰヰΑHぎ ヴぶ ;ﾐS ﾗa デｴW ┗ｷIデｷﾏ HWｷﾐｪ けゲｴﾗデ ｷﾐ 
デｴW ｴW;S H┞ デWWﾐ;ｪW HﾗﾗSｷWげ ふ“デﾗヴヴar and Thomas, 2007: 11), were accompanied by 
ゲ┌Iｴ aヴWﾐ┣ｷWS ヴｴWデﾗヴｷI ;ゲ けYﾗH Bヴｷデ;ｷﾐ ゲｷﾐﾆゲ デﾗ ; ゲｷIﾆWﾐｷﾐｪ ﾉﾗ┘げ ふP;デヴｷIﾆが ヲヰヰΑH, 4-5), 
けｴﾗヴヴｷaｷI ゲｴﾗﾗデｷﾐｪ IﾗﾏWゲ ;ゲ ┞ﾗH ;ﾐ;ヴIｴ┞ デWヴヴﾗヴｷゲWゲ Bヴｷデ;ｷﾐげが ;ﾐSが けAﾐ;ヴIｴ┞ ｷﾐ UKげ 
(Patrick, 2007a: 1) that sought to incite fear and disgust in the public towards 
Hoodies, promoting them as a nation-wide problem. Figures were bluntly used as 
affirmation of a Hoodie crime-wave. Eye-I;デIｴｷﾐｪ ｴW;SﾉｷﾐWゲ ゲ┌Iｴ ;ゲ けヲ D;┞ゲぎ Β 
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DW;Sげ ふES┘;ヴSゲが ヲヰヰΒぎ ヴぶが け“W┗Wﾐ D;┞ゲ ｷﾐ L;┘ﾉWゲゲ Bヴｷデ;ｷﾐげ ふM;I;S;ﾏが ヲヰヰヵぎ ヴぶが ;ﾐS 
けHﾗﾗSｷW HWﾉﾉ ﾗﾐ “デヴWWデゲ E┗Wヴ┞ Β “WIﾗﾐSゲげ ふL┞ﾗﾐゲが ヲヰヰΓぎ Γぶが ヴWヮﾗヴデ how the police 
struggle to combat a national surge in Hoodie crime, listing murders from around 
the country in a temporal snapshot of Britain as a country under siege to underclass 
crime. The accumulation of the media accounts fabricate, fetishize, and normalise 
the murderous Hoodie in excessive accounts of uncontrollable killing sprees, 
enflaming a moral panic in which the figure is crafted in the public imaginary on a 
┘;┗W ﾗa aW;ヴが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ デｴW HﾗﾗSｷW IﾗﾐIWヮデ┌;ﾉｷゲWS ;ゲ T┞ﾉWヴげゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデく  
In her paradigm on social abjection, Tyler analyses the August 2011 riots as an 
example of a discourse on the underclass that harnesses events as apolitical and 
provides conclusive proof ふﾏ┞ Wﾏヮｴ;ゲｷゲぶ ﾗa デｴW W┝ｷゲデWﾐIW ﾗa ;ﾐ ┌ﾐSWヴIﾉ;ゲゲ けSWaｷﾐWS 
by their anti-soci;ﾉ HWｴ;┗ｷﾗ┌ヴゲげ ふTyler, 2013: 182-83). Tyler establishes how the 
narrative of the August 2011 riots legitimised extreme and malevolent judicial and 
economic punishments as an arm of neoliberal governmentality, positioning the 
underclass as a figurative polluting categorization (Tyler, 2013: 183). Within this 
process Tyler discusses the function of what she describes as penal pornography 
and humiliation regarding how media vigilantism whipped up hatred towards the 
rioters (193-94), in what Loic W;Iケ┌;ﾐデ ﾉ;HWﾉゲ けデｴW デｴW;デヴｷI;ﾉｷ┣;デｷﾗﾐ ﾗa ヮWﾐ;ﾉｷデ┞げ 
(Wacquant, 2010: 206). As the discourse of the Hoodie developed, I assert the 
ﾐ;ヴヴ;デｷ┗W SヴW┘ ┌ヮﾗﾐ T┞ﾉWヴげゲ IﾗﾐIWヮデ ﾗa ヮWﾐ;ﾉ ヮﾗヴﾐﾗｪヴ;ヮｴ┞ ｷﾐ Wゲデ;Hﾉｷゲｴｷﾐｪ デｴW 
Hoodie as an abject figure. Tyler situates the function of penal pornography within 
eugenicist claims that underpin the discourse of the underclass (Tyler, 2013: 93). 
 63 
This thesis will return to the relationship between the Hoodie and eugenics once it 
has established the penal humiliation of the Hoodie.  
Once the Hoodie had been established in the public imaginary, the abject figure 
was soon included in newspaper campaigns claiming the descent of Britain into a 
ﾉ;┘ﾉWゲゲ ﾐ;デｷﾗﾐが ﾗ┗Wヴヴ┌ﾐ ┘ｷデｴ ; aWヴ;ﾉ ┌ﾐSWヴIﾉ;ゲゲく A ｪ;ﾐｪ ﾗa けｴﾗﾗSｷW デｴ┌ｪゲげ ┘WヴW 
named and shamed in a campaign run by The Mirrorが け‘WIﾉ;ｷﾏ O┌ヴ “デヴWWデぎ HﾗﾗSｷW 
G;ﾐｪ ｷゲ N;ﾏWSげ ふAヴﾏゲデヴﾗﾐｪが ヲヰヰヵぶく Iﾐ ┘ｴ;デ T┞ﾉWヴ IﾗﾐIWｷ┗Wゲ ;ゲ デｴW けヮｴ┞ゲｷﾗｪﾐﾗﾏｷI;ﾉ 
W┝ヮヴWゲゲｷﾗﾐげ ﾗa デｴW ┌ﾐSWヴIﾉ;ゲゲ ふT┞ﾉWヴが ヲヰヱンぎ ヱΓンぶが ヮｴﾗデﾗゲ ﾗa デｴW ｪ;ﾐｪ ﾏWﾏHWヴゲ 
;ヮヮW;ヴWS ｷﾐ ; ヴﾗｪ┌Wゲげ ｪ;ﾉﾉWヴ┞ ｷﾐ デｴW newspaper. The images invite readers to 
W┝;ﾏｷﾐW デｴW ｪ;ﾐｪげゲ a;IWゲ aﾗヴ ゲｷｪﾐゲ aﾗヴ ヮｴ┞ゲｷI;ﾉ ゲｷｪﾐゲ ﾗa SWｪWﾐWヴ;I┞が ゲｷﾏｷﾉ;ヴ デﾗ 
‘ﾗHWヴデ Mｷｪｴ;ﾉﾉげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa Iヴｷﾏｷﾐ;ﾉｷデ┞ ;ﾐS ﾏﾗﾐゲデヴﾗゲｷデ┞ ｷﾐ デｴW VｷIデﾗヴｷ;ﾐ Wヴ; 
(Mighall, 1999; I will return to Mighall later in the thesis when I discuss the Gothic 
AHﾃWIデぶく Iﾐ Kﾐ┌デゲaﾗヴSが A┌ｪ┌ゲデ ヲヰヰヵが ; けｪ┌ﾐ-デﾗデｷﾐｪ デWWﾐ;ｪW ｴﾗﾗSｷWげ ふ‘┌ゲゲWﾉﾉが ヲヰヰヵぎ ンぶ 
brandished a gun in the street of the market town. The following day a CCTV image 
appeared in The Mirror, alongside an appeal for members of the public to identify 
デｴW けHﾗﾗSｷW ｪ┌ﾐﾏ;ﾐげ ふWｴｷデW ;ﾐS KWﾉﾉ┞が ヲヰヰヵぎ ヱヱぶく TｴW D┌ﾐSWW Fﾗヴ┌ﾏ ;ﾉゲﾗ けﾐ;ﾏWS 
;ﾐS ゲｴ;ﾏWSげ ｴﾗﾗﾉｷｪ;ﾐゲ ;ﾐS Iヴｷﾏｷﾐ;ﾉゲ ┘ｴﾗ ;ヴW ヴWゲｷSWﾐデゲ ｷﾐ ;ﾐ ﾗﾐﾉｷﾐW Iﾗﾏﾏ┌ﾐｷデ┞ ;ﾐS 
vigilante action (Smith, 2009). The mediating agencies of popular culture succeeded 
ｷﾐ ﾗヴIｴWゲデヴ;デｷﾐｪ ┘ｴ;デ Fﾗ┌I;┌ﾉデ IﾗﾐIWｷ┗WS ;ゲ デｴW けゲヮWIデ;IﾉW ﾗa デｴW ゲI;aaﾗﾉSげ 
ふFﾗ┌I;┌ﾉデが ヲヰヰΒぶ ;ﾐS W;Iケ┌;ﾐデ ;ヮヮヴﾗ;IｴWゲ ;ゲ けデｴW ヴWSｷゲデヴｷH┌デｷﾗﾐ ﾗa さthe whole 
economy of punishmentざげ ふW;Iケ┌;ﾐデが ヲヰヱヰぎ ヲヰヶぶく TｴW ヮWﾐ;ﾉ ヮﾗヴﾐﾗｪヴ;ヮｴ┞ ﾗa デｴW 
Hoodie relocates policing and punishment from judicial institutions to popular 
cultural agencies. The Hoodie is animated in physiological form, perpetuating fear 
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of the figure whilst constructing a disgust consensus. The Hoodie as national abject 
is the ideological conductor that situates the underclass not as an effect of 
economic conditions, but rather a behavioural categorisation, supporting the 
knowledge of a feral anti-social underclass.  
Returning to the function of eugenics in discourses of the underclass, I now 
consider how the appearance and behaviour of the Hoodie is exploited by political 
and media mechanisms, asserting how a disgust consensus is created by drawing 
┌ヮﾗﾐ ﾐﾗデｷﾗﾐゲ ﾗa W┌ｪWﾐｷIゲく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ T┞ﾉWヴげゲ ┌ゲW ﾗa Sｷゲｪ┌ゲデ ;ゲ ; ゲヮ;デｷ;ﾉｷゲｷﾐｪ 
emotion utilised in political narrative as a means of stigmatizing communities, I 
ヮﾗゲｷデｷﾗﾐ デｴW HﾗﾗSｷW ;ゲ ; aWデｷゲｴｷ┣WS aｷｪ┌ヴW Iﾗﾐ┗WヴデWS ｷﾐデﾗ ; けﾏ;ｪﾐWデ ﾗa a;ゲIｷﾐ;デｷﾗﾐ 
;ﾐS ヴWヮ┌ﾉゲｷﾗﾐげ ふKヴｷゲデW┗;が ヱΓΓヵぎ ヱヱΒぶが ;ゲ ; a┌ﾐIデｷﾗﾐ ﾗa ゲﾗIｷ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ 
I;デWｪﾗヴｷゲ;デｷﾗﾐ ヮヴﾗIWゲゲWゲ ;ﾐS けﾗデｴWヴｷﾐｪげく Dｷゲｪ┌ゲデ ｷゲ ヮヴﾗ┗ﾗﾆWS デﾗ ;ヴデｷI┌ﾉ;デW デｴW 
HﾗﾗSｷW ;ゲ ; ヴW┗ﾗﾉデｷﾐｪ ゲ┌HﾃWIデが デﾗ ┌ゲW T┞ﾉWヴげゲ デWヴﾏｷﾐﾗﾉﾗｪ┞く  
Writing for The Mirror, journalist and commentator Tony Parsons offered typical, 
and typically venomous, journalistic accounts of the Hoodie: 
Is the hooded top the dumbest teenage fashion of all time? How can you 
possibly play the tough guy when you look like an extra from Lord Of The 
Rings? ... But the hoodie is to our age what the skinhead's No.1 crop or the 
Teddy boy's winkle-pickers were to previous generations に a potent symbol 
of boorish, lawless youngsters ぐ YWデ ｷデ ｷゲ SｷaaｷI┌ﾉデ デﾗ Sｷゲﾏｷゲゲ デｴW ｴﾗﾗSｷW ;ゲ ; 
mere passing teenage fad, like bondage trousers or platform boots. It is 
designed to intimidate. It is built to conceal identity ぐ Wｴ;デW┗Wヴ ﾉ;HWﾉ you 
stick on it, we all know the feeling of seeing a bunch of kids, hooded or not, 
swearing too loudly, dropping their fast-food trash and carrying themselves 
with a mob-handed belligerence that dares you to say something ぐ NﾗﾐW ﾗa 
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these issues touches your life like a gang of kids kicking in your fence ぐ I 
would be happy to never see another hooded top in my life. They are the 
fashion equivalent of dog mess on the pavement に an entirely avoidable 
eyesore ぐ Wｴ;デ ﾏ;デデWヴゲ ｷゲ デｴ;デ aWWﾉｷﾐｪ ┞ﾗ┌ ｪWデ ｷﾐ ┞ﾗ┌ヴ ｪ┌デ when you see a 
pack of yobs getting out of hand and you have to decide in one slightly 
nauseating moment if you should keep your mouth shut or risk getting a 
knife in your belly or your head caved in.  
(Parsons, 2005a: 14) 
Ross Brooke is the weasel-faced yob caught aiming a ball-bearing gun at 
terrified shoppers in Knutsford, Cheshire. No matter where you live in the 
country, this vermin-featured lout and his stroppy kind will be familiar to 
you. You can call them hoodies if you must, but there's nothing remotely 
new about leering, belligerent morons who excuse every act of yobbery as 
けjust having a laughげ and then whine that they have けnuffink to doげ に as if 
they would be turned into caring human beings with a few ping-pong tables 
and a rousing chorus of Ging-gang-gooly-gooly-watcha around a glowing 
campfire. Their dozy mothers (the dads are usually harder to find) are 
almost as bad as the worthless sprogs they raised.  
(Parsons, 2005b: 17) 
What a crying shame that the little thugs who stoned Ernie Norton to death 
did not find the other little gang of yobs they were looking for. What a 
tragedy they didn't all just wipe each other out. What a pity that half-witted 
hoodie yobs don't just butcher other half-witted hoodie yobs ぐ First comes 
the casual and cretinous abuse, showering this man and his son in spit and 
jeering at Ernie: けGo back to your old people's home.げ ぐ Ernie Norton died 
on a tennis court in Kent in 21st century Britain, killed by children after he 
committed the unforgivably provocative act of telling them to behave.  
(Parsons, 2007: 19) 
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TｴW Iﾗﾐデｷﾐ┌;ﾉ ;ヮヮWﾉﾉ;デｷﾗﾐゲ ﾗa デｴW HﾗﾗSｷW ｷﾐ ﾉ;ﾐｪ┌;ｪW ゲ┌Iｴ ;ゲ けIヴWデｷﾐﾗ┌ゲげが け┗Wヴﾏｷﾐげが 
;ﾐS け┘W;ゲWﾉ-a;IWSげ ﾐﾗデ ﾗﾐﾉ┞ ┗ｷ┗ｷSﾉ┞ ゲｷデ┌;デWゲ デｴW HﾗﾗSｷW ┘ｷデｴｷﾐ ;IIﾗ┌ﾐデゲ ﾗa ;ﾐ 
immoral and dangerous poor of Victorian and Edwardian eras, but also animates 
the Hoodie as a ヴ;Iｷ;ﾉｷゲWS aｷｪ┌ヴW Wゲデ;Hﾉｷゲｴｷﾐｪ ; けゲ┌ﾉﾉｷWS ┌ヴH;ﾐ ┌ﾐSWヴIﾉ;ゲゲげ ふN;┞;ﾆが 
2003: 82). The terminology further recalls Karl M;ヴ┝げゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa デｴW 
lumpenproletariatく M;ヴ┝ SWaｷﾐWゲ デｴW ﾉ┌ﾏヮWﾐ ;ゲ けゲﾗIｷ;ﾉ ゲI┌ﾏが デｴ;デ ヮ;ゲゲｷ┗Wﾉ┞ ヴﾗデデｷﾐｪ 
mass thrown off by the lo┘Wゲデ ﾉ;┞Wヴゲ ﾗa デｴW ﾗﾉS ゲﾗIｷWデ┞げ ふM;ヴ┝が 1848), further 
describing the class as けゲI┌ﾏが ﾗaa;ﾉが ヴWa┌ゲWげ ふM;ヴ┝が ヱΒヵヲぶく Aゲ T┞ﾉWヴ ;ヴｪ┌Wゲが ｷデ ｷゲ M;ヴ┝ 
who consolidates the criminal, the displaced and the disenfranchised into a 
ゲデｷｪﾏ;デｷ┣ｷﾐｪ けﾗ┗Wヴaﾉﾗ┘ｷﾐｪ ｴWデWヴﾗｪWﾐWｷデ┞げ ﾗa ;ﾐ ┌ﾐSWヴIﾉ;ゲゲ ふT┞ﾉWヴが ヲヰヱンぎ ヱΒヵぶく TｴW 
language used by Parsons and by other journalistic accounts に けWW Cﾗﾐaヴﾗﾐデ デｴW 
P;ヴWﾐデゲ ﾗa Pﾉ;ﾐﾆデﾗﾐげ ふPWヴヴｷWが ヲヰヰヵぶ に positions the Hoodie and the underclass as 
human vermin, as degenerates, defectives, descriptioﾐゲ デｴ;デ ヴW┗W;ﾉ ; けゲﾗIｷ;ﾉ ヴ;Iｷゲﾏげ 
(Burchill, 2011). Such articulations make explicit the racializing function of 
┌ﾐSWヴIﾉ;ゲゲ SｷゲIﾗ┌ヴゲWゲく Aゲ T┞ﾉWヴ ;ヴｪ┌Wゲが デｴW ┌ﾐSWヴIﾉ;ゲゲ ｷゲ けｷﾏ;ｪｷﾐWS ;ゲ ; ヴ;IW ;ﾐS ﾐﾗデ 
; Iﾉ;ゲゲげ ふT┞ﾉWヴが ヲヰヱンぎ ヱΒΒぶが ;ﾉﾉﾗ┘ｷﾐｪ デｴW ;ゲゲﾗIｷ;デWS IﾗﾐSｷtions of poverty and 
disadvantage to be decoupled from political or economic issues and positioned as a 
けｴWヴWSｷデ;ヴ┞ IﾗﾐSｷデｷﾗﾐが ; SｷゲW;ゲWげ ふヱΒΒぶく WW I;ﾐ ゲWW デｴｷゲ ｷﾐ ｴﾗ┘ P;ヴゲﾗﾐゲ デ;ﾉﾆゲ ﾗa 
HﾗﾗSｷWゲ ;ゲ け┘ﾗヴデｴﾉWゲゲ ゲヮヴﾗｪゲげ ﾗa けSﾗ┣┞ ﾏﾗデｴWヴゲげ ふP;ヴゲﾗﾐゲが ヲヰヰヵHぎ ヱΑぶく The discourse 
ﾗa デｴW S┞ゲa┌ﾐIデｷﾗﾐ;ﾉ HWｴ;┗ｷﾗ┌ヴ ﾗa デｴW ┌ﾐSWヴIﾉ;ゲゲ ;ゲ ゲﾗﾏWデｴｷﾐｪ けデヴ;ﾐゲﾏｷデデWS Sﾗ┘ﾐ 
through the generations at the very Hﾗデデﾗﾏ ﾗa デｴW ゲﾗIｷ;ﾉ ｴW;ヮげ ふPｴｷﾉﾉｷヮゲが ヲヰヱヱぶ 
reached its revolting peak with the August ヲヰヱヱ ヴｷﾗデゲく OﾐW HﾉﾗｪｪWヴ IﾗﾏﾏWﾐデWS けTｴW 
uﾐSWヴIﾉ;ゲゲ ｷゲ ﾐﾗデ ゲﾗﾏWデｴｷﾐｪ デｴ;デ ┞ﾗ┌ I;ﾐ aｷ┝く Iデ ﾐWWSゲ デﾗ HヴWS ﾗ┌デげ ふけBﾗHげ IｷデWS ｷﾐ 
Tyler, 2013: 189). Imagining the Hoodie and the underclass it represents in racial 
 67 
terms allows the figure and the wider underclass community to be perceived along 
the binary terms of citizenship に deserving/undeserving (Tyler, 2013). Racialising 
and inscribing the Hoodie as human vermin thus positions the figure as 
underserving, a failed citizen, and therefore abjects it to the periphery of the body 
ヮﾗﾉｷデｷIく Uゲｷﾐｪ T┞ﾉWヴげゲ ﾉﾗgic, the Hoodie is included through its exclusion.  
1.7.3: Territorial stigmatization 
T┞ﾉWヴげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa デWヴヴｷデﾗヴｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐ Wゲデ;HﾉｷゲｴWゲ ; ヴWﾉ;デｷﾗﾐゲｴｷヮ 
HWデ┘WWﾐ Bヴｷデ;ｷﾐげゲ ヮﾗﾗヴが ;ゲ Iﾗﾐaｷｪ┌ヴWS ｷﾐ デｴW Cｴ;┗が ;ﾐS デｴW ┌ヴH;ﾐ ;ヴW;ゲ デｴW aｷｪ┌ヴW 
residWゲ ｷﾐぎ デｴW Iﾗ┌ﾐIｷﾉ Wゲデ;デWく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ ; Sｷゲｪ┌ゲデ IﾗﾐゲWﾐゲ┌ゲが T┞ﾉWヴげゲ ヴW;Sｷﾐｪ ﾗa 
stigmatization functions as a figurative spacialising that animates council estates as 
dystopian spaces (Tyler, 2013: 162に63). As she asserts, the council estate is 
けﾏWデﾗﾐ┞ﾏｷI ゲｴﾗヴデｴ;ﾐSげ aﾗヴ デｴW ┌ﾐSWヴIﾉ;ゲゲが ┘ｷデｴ ;ゲゲﾗIｷ;デｷ┗W SWﾏﾗﾐｷゲｷﾐｪ SｷゲIﾗ┌ヴゲWゲ 
reconfigure poverty and disadvantage as a matter of choice. The bodies that reside 
┘ｷデｴｷﾐ デｴWゲW S┞ゲデﾗヮｷ;ﾐ HﾗヴSWヴゲ ;ヴW ｷﾐゲIヴｷHWS ┘ｷデｴ デｴW けヴW┗ﾗﾉデｷﾐｪ SｷゲIﾗ┌ヴゲWげ ふヱヶヲぶく 
The territorial stigmatization of the Hoodie proceeds in a similar manner, except 
the discourse is widened to present council estates as a more menacing threat. In 
the Hoodie Horror, the dystopian discourse of the council estate is cinematically 
animated most violently in Harry Brown, as explored in section three Manors.   
Iﾐ デｴW ┘WWﾆ ﾗa ‘ｴ┞ゲ JﾗﾐWゲげ ﾆｷﾉﾉｷﾐｪ ｷﾐ ヲヰヰΑが The Sunday Mirror visited notorious 
estates in seven cities where teenagers had been murdered to investigate crime as 
ヮ;ヴデ ﾗa デｴW ヮ;ヮWヴげゲ けL;┘ﾉWゲゲ Bヴｷデ;ｷﾐげ ゲWヴｷWゲく CﾗﾐaヴﾗﾐデWS ┘ｷデｴ ｪ;ﾐｪゲ ﾗa けゲﾐWWヴｷﾐｪ 
hoodie-Iﾉ;S ┞ﾗ┌デｴぷゲへげが デｴW ヮ;ヮWヴげゲ ヴWヮﾗヴデWヴが MｷIｴ;Wﾉ D┌aa┞が ┘;ゲ ヴWヮW;デWSﾉ┞ 
ヮｴ┞ゲｷI;ﾉﾉ┞ ｷﾐデｷﾏｷS;デWS H┞ デｴW デWWﾐ;ｪWヴゲ ;ﾐS ┘;ヴﾐWSが けDﾗ ┞ﾗ┌ ﾆﾐﾗ┘ ┘ｴﾗ ┘W ;ヴWい WW 
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know how to deal with people like you に we run this estate. No one's going to save 
┞ﾗ┌ ｴWヴWく TｴW ヮﾗﾉｷIW ┘ﾗﾐろデ IﾗﾏW ヴﾗ┌ﾐS ｴWヴWが ﾏ;デWく Yﾗ┌ろﾉﾉ WﾐS ┌ヮ SW;Sくげ ふD┌aa┞が 
2007: 16). In portraying social housing estates as anti-social spaces, the account 
was indicative of how such estates were perceived in the public imaginary as 
terrorized urban geographies existing outside of societal norms and beyond the 
judicious arm of the nation-state.  Residents spoke of how estates were run by 
drug-dealers, how they (the residents) lived in an everyday violent reality of gang 
and adolescent intimidation, and how police were invisible, too nervous to patrol 
the troubled spaces (16).  
Feral gangs of Hoodies were also blamed for the deaths of Fiona Pilkington and her 
daughter, Francesca. According to journalists, mother and daughter had suffered 
years of relentless abuse from a local gang before Fiona killed her daughter and 
ｴWヴゲWﾉa H┞ ゲWデデｷﾐｪ デｴWｷヴ I;ヴ ;ﾉｷｪｴデ ｷﾐ ; けaｷヴWH;ﾉﾉ ゲ┌ｷIｷSWげ ふN. Parker, 2009: 12). The 
ｪ;ﾐｪ ┘WヴW SWゲIヴｷHWS ;ゲ けｴﾗﾗSｷW デｴ┌ｪゲげ ;ﾐS ｷデゲ ﾉW;SWヴ ; けゲデヴWWデ-ヴ;デげ ふヱンぶく F┌ヴデｴWヴ 
repﾗヴデゲ aヴ;ﾏWS デｴW ｪ;ﾐｪ ;ゲ ヮ;ヴデ ﾗa けFWヴ;ﾉ Bヴｷデ;ｷﾐ Uﾐﾏ;ゲﾆWSげ ふA. Parker, 2009: 1) and 
presented the police as ineffective in its strategies to tackle the teenage threat, 
with the gang continuing in their anti-social behaviour beyond the police 
investigation and inquest (1-4). As with the chav, the stigmatization of council 
estates continued with the discourse of the Hoodie. Looking at the language 
employed to describe the teenage gang in the Pilkington case, we can contextualise 
the Hoodie and council estates wｷデｴｷﾐ T┞ﾉWヴげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ デｴW HﾗSｷWゲ ﾗa デｴﾗゲW ┘ｴﾗ 
reside within the abject zone are inscribed with a revolting class discourse (Tyler, 
ヲヰヱンぎ ヱヶヲぶく WｴｷﾉW Wゲデ;デWゲ ┘WヴW ;ﾉヴW;S┞ ヮﾗゲｷデｷﾗﾐWS ｷﾐ デｴW ヮ┌HﾉｷI ;ヴWﾐ; ;ゲ けH;ヴヴ;Iﾆゲ 
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aﾗヴ デｴW ヮﾗﾗヴげ ふJﾗﾐWゲが ヲヰヱ2: 81), the associative discourse of the Hoodie aligned 
social housing estates further with terrorizing images of stigmatized geographies of 
inner-city crime and depravity. Inequality was reconfigured into a psycho-cultural 
ヮヴﾗHﾉWﾏ ;ﾐS Wゲデ;デWゲ Iﾗﾐゲデｷデ┌デWS けデｴW ﾏﾗヴ;ﾉ boundaries of the nation-ゲデ;デWげ ふT┞ﾉWヴが 
ヲヰヱンぎ ヱヶヰぶく Tｴ┌ゲ ヮﾗゲｷデWS ;ゲ ; けヮヴﾗHﾉWﾏげが HﾗﾗSｷWゲ ;ﾐS Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ Hﾗデｴ ヴWケ┌ｷヴWS 
policing by political parties.  
1.7.4: From failed citizen to hug-a-hoodie and Broken Britain 
Abject populations present an opportunity for forms of neoliberal governmentality 
and are habitually exploited in political strategies to rouse public consent for penal 
reform. Thus abject populations are configured into political capital (Tyler, 2013: 
142). As mentioned earlier, New Labour capitalised on the Hoodie by incorporating 
デｴW aｷｪ┌ヴW ｷﾐデﾗ ｷデゲ ‘WゲヮWIデ ヮヴﾗｪヴ;ﾏﾏWく NW┘ L;Hﾗ┌ヴげゲ ヴWSWゲｷｪﾐ ﾗa Iｷデｷ┣Wﾐゲｴｷヮ ｷﾐデﾗ 
the binary categorisation of work/worklessness and inclusion/exclusion (Tyler, 
2013: 161), legitimised the positioning of the Hoodie as a failed citizen, an abject 
figure. The Respect programme contained some of the most penalising proposals, 
けｷﾐIﾉ┌Sｷﾐｪ HWﾐWaｷデ I┌デゲ aﾗヴ Wヴヴ;ﾐデ a;ﾏｷﾉｷWゲが デｴW ヴWﾏﾗ┗;ﾉ ﾗa ヮWヴゲｷゲデWﾐデ ┞ﾗ┌ﾐｪ 
offenders from their families ぐ ;ﾐS デｴW Iﾗﾏﾏｷデデ;ﾉ ﾗa ヮ;ヴWﾐデゲ デo residential homes 
aﾗヴ けヴW-デヴ;ｷﾐｷﾐｪげ ふGｷﾉﾉWゲが ヲヰヰヵぎ Βヴヰぶく Iﾐ デｴW ┞W;ヴゲが ヱΓΓΑ に 2008, New Labour 
implemented 3,605 new criminal offences including Anti-Social Behaviour Orders, 
Parental Orders and Individual Behaviour Orders (Tyler, 2013: 161). The Hoodie, 
then, was exploited by New Labour as an ideological conductor in order to target 
デｴW ┌ヴH;ﾐ ヮﾗﾗヴく Iﾐ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ デｴW HﾗﾗSｷWげゲ ヮﾗゲｷデｷﾗﾐ ｷﾐ デｴｷゲ SｷゲIｷヮﾉｷﾐ;ヴ┞ ヮﾗﾉｷデｷIゲが 
we can position the Hoodie within the wider discourses of the underclass that 
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establisheS デｴW Iﾉ;ゲゲ ;ゲ ┌ﾐ┘ｷﾉﾉｷﾐｪ デﾗ けﾏ;ﾆW デｴW ヴｷｪｴデ IｴﾗｷIWゲげ ;ﾐS けｷﾐデWヴｪWﾐWヴ;デｷﾗﾐ;ﾉ 
I┌ﾉデ┌ヴWゲ ﾗa ┘ﾗヴﾆﾉWゲゲﾐWゲゲげ ふT┞ﾉWヴが ヲヰヱンぎ ヱヶヱぶく TｴW HﾗﾗSｷW ヴWケ┌ｷヴWゲ IﾗﾐデW┝デ┌;ﾉｷゲｷﾐｪ 
within the discourses of meritocracy that reconfigured poverty and disadvantage as 
both a choice and deserved.  
David Cameron, leader of the opposition in 2006, seized upon the figure of the 
Hoodie in a speech to The Centre of Social Justice. Cameron, in a drive to reposition 
the Conservative party as the party of social justice and to provide a meaningful 
opposition to the New Labour government, set out a vision of social justice in his 
ｷﾐa;ﾏﾗ┌ゲ けｴ┌ｪ-a-ｴﾗﾗSｷWげ ゲヮWWIｴく Iﾉﾉ┌ﾏｷﾐ;デｷﾐｪ デｴW ｴﾗﾗSｷW ;ゲ ; けヴWゲヮﾗﾐゲW デﾗ ; 
ヮヴﾗHﾉWﾏが ﾐﾗデ ; ヮヴﾗHﾉWﾏ ｷﾐ ｷデゲWﾉaげが C;ﾏWヴﾗﾐ ﾗヮ;ケ┌Wﾉ┞ ヮﾗゲｷデｷﾗﾐWS ┞ﾗ┌デｴ IヴｷﾏW ;ゲ 
ヴWゲ┌ﾉデ ﾗa けa;ﾏｷﾉ┞ HヴW;ﾆSﾗ┘ﾐが Sヴ┌ｪゲが IｴｷﾉSヴWﾐ ｷﾐ I;ヴWが WS┌I;デｷﾗﾐ;ﾉ ┌ﾐSWヴ;IｴｷW┗WﾏWﾐデげ 
(Cameron, 2006). In a thinly veiled speech of neoliberal communitarianism, 
C;ﾏWヴﾗﾐ ;ヮヮヴﾗヮヴｷ;デWS NW┘ L;Hﾗ┌ヴげゲ ┗ｷゲｷﾗﾐ ｷﾐ SWIﾗ┌ヮﾉｷﾐｪ WIﾗﾐﾗﾏｷI ;ﾐS 
governmental policy from poverty and disadvantage. In his speech, designed to win 
over voters from New Labour, the Hoodie as national abject is thus exploited for 
political advantage. To recall a point this thesis has made previously, the discourse 
of the Hoodie merged with a broader rhetoric of the underclass and became 
subsumed into the concept of Broken Britain. In a speech that launched his 
I;ﾏヮ;ｷｪﾐ デﾗ aｷ┝ けBヴﾗﾆWﾐ Bヴｷデ;ｷﾐげが I;ﾉﾉｷﾐｪ aﾗヴ ; けﾐW┘ ﾏﾗヴ;ﾉｷデ┞げが D;┗ｷS C;ﾏWヴﾗﾐ 
maintained the neoliberal ideology in equating inequality with intergenerational 
ｷヴヴWゲヮﾗﾐゲｷHｷﾉｷデ┞が H┞ ゲデ;デｷﾐｪが けゲﾗIｷ;ﾉ ヮヴﾗHﾉWﾏゲ ;ヴW ﾗaデWﾐ デｴW IﾗﾐゲWケ┌WﾐIWゲ ﾗa デｴW 
choices that people make ぐ ;ﾐS デｴW IｴﾗｷIWゲ ┞ﾗ┌ヴ ヮ;ヴWﾐデゲ ﾏ;ﾆWげ ふC;ﾏWヴﾗﾐが ヲヰヰΒぶく 
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In the landscape of a lawless, burgeoning underclass, the Hoodie was appropriated 
into the rhetoric of Broken Britain.  
1.7.5: Hoodie and the culturalization of politics 
In my final argument in establishing the Hoodie as national abject, I return to Boris 
B┌SWﾐげゲ IﾗﾐIWヮデ ﾗa デｴW I┌ﾉデ┌ヴ;ﾉｷ┣;デｷﾗﾐ ﾗa ヮﾗﾉｷデｷIゲく Aゲ I ﾉ;ｷS ﾗ┌デ ｷﾐ デｴW HWｪｷﾐﾐｷﾐｪ ﾗa 
this thesis, Buden argues that when media channels make visible marginalised 
communities in such formats as reality television, the representations not only 
create a profit for the companies but, more critically for this thesis, depoliticise 
class struggles and further the stigmatization of such communities (Buden, 2007). 
While I will begin with the representation of Hoodies and council estates in 
documentary, I will expand this culturalization to embrace how Hoodies have been 
assimilated into other popular cultural forms (other than the Hoodie Horror cycle) 
in order to symbolise a classed deviancy. 
The ITV documentary The Duchess on the Estate (2009) followed Sarah Ferguson, 
the Duchess of York, as she spent ten days with residents of the Wynthenshawe 
estate in Manchester, the location for the Channel Four series, Shameless (2004 に 
2013), in ;ﾐ ;デデWﾏヮデ デﾗ けデヴ;ﾐゲaﾗヴﾏ ｷデ ｷﾐデﾗ ; デｴヴｷ┗ｷﾐｪ Iﾗﾏﾏ┌ﾐｷデ┞げ ふEﾐｪﾉｷゲｴが ヲヰヰΓ: 8). 
Sarah FWヴｪ┌ゲﾗﾐ ヴWIヴ┌ｷデWS ; けﾏ┌ﾏげゲ ;ヴﾏ┞げ ;ﾐS ｴWﾉヮWS ヴ;ｷゲWS グヴヰがヰヰヰ デﾗ H┌ｷﾉS ; 
community centre (Robertson, 2009). In interviews Sarah Ferguson recounted how 
ゲｴW ┘Wﾐデ けｴﾗﾗSｷW-ｴ┌ﾐデｷﾐｪげ ;デ ﾐｷｪｴデ ﾗﾐ デｴW Wゲデ;デW ふ‘ﾗHWヴデゲが ヲヰヰΓぎ ヲヵぶく Hﾗ┘W┗Wヴが 
residents voiced anger over how the documentary portrayed, and ultimately 
misrepresented, the estate as a crime-ridden and SWヮヴｷ┗WS けｪ┌ﾐ ﾗヴ ﾆﾐｷaW-wielding 
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;ヴW;げが ┘ｷデｴ けｪ;ﾐｪゲ ﾗa ヮWﾗヮﾉW デﾗヴIｴｷﾐｪ I;ヴゲ ﾗヴ ｷﾐデｷﾏｷS;デｷﾐｪ ヮWﾗヮﾉW ｷﾐ デｴWｷヴ ｴﾗﾏWゲげ 
(25).  
NｷIﾆ Cﾗ┌ﾉSヴ┞げゲ ｷSW;ゲ ﾗﾐ ヴW;ﾉｷデ┞ デWﾉW┗ｷゲｷﾗﾐ ;ゲ デｴW けゲWIヴWデ デｴW;デヴW ﾗa ﾐWﾗﾉｷHWヴ;ﾉｷゲﾏげ 
┘ｴWヴW デｴW ┌ﾐ;IIWヮデ;HﾉW けデヴ┌デｴゲ ﾗa ﾐWﾗﾉｷHWヴ;ﾉｷゲﾏげ ;ヴe reconfigured into an 
;IIWヮデ;HﾉW ┗Wヴゲｷﾗﾐ け;ゲ ヮﾉ;┞げ ふCﾗ┌ﾉSヴ┞が ヲヰヰΒぎ ンぶが ｴ;ゲ ヴWゲﾗﾐ;ﾐIW ｴWヴWく Pヴﾗｪヴ;ﾏﾏWゲ 
such as The Duchess of the Estate rely upon representing council estates and the 
underclass as communities that require reforming, and thus reaffirm the currency 
of discourses of deviancy, poverty and marginalisation as normative condition of 
the communities. In essence, such television programmes play a role in the 
continued legitimatization of discrimination and prejudice against the underclass, 
by exploiting the contemporary revolting discourses of the Hoodie and associative 
rhetoric of council estates. Further representations of the Hoodie in other popular 
cultural mediums also perpetuate the groundswell of explicit stigmatization.  
In 2005, artists Gilbert & George unveiled Hooded, depicting themselves alongside 
two hooded young men in a painting aimed in capturing the carnivalesque flavour 
of their London surroundings (Fig 3). The comic book series 2000AD published 
けCヴ;SﾉWｪヴ;┗Wげ ｷﾐ ヲヰヱヱく Aｪ;ｷﾐが デｴW IﾗﾏｷI Hﾗﾗﾆ SヴW┘ ┌ヮﾗﾐ デｴW ｷﾏ;ｪW ﾗa デｴW HﾗﾗSｷWが 
and of council estates (Fig 4ぶ ;ゲ S┞ゲデﾗヮｷ;ﾐ ゲヮ;IWゲが ｷﾐ ; ゲデﾗヴ┞ ﾗa デｴW けﾏﾗゲデ 
contemporary kind of supernatural horror where, instead of being invaded by the 
monstrousが デｴW W┗Wヴ┞S;┞ Wﾐ┗ｷヴﾗﾐﾏWﾐデ ｷゲ ｷデゲ ゲﾗ┌ヴIWげ (Campbell, けIﾐデヴﾗS┌Iデｷﾗﾐげが 
2011). Arguably the most prominent co-option of the Hoodie comes in the 
contemporaneous film Hot Fuzz (Edgar Wright, 2007). Not only are Hoodies 
explicitly referenced as a blight to the small town of Sandford (Fig 5), but when 
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Nicholas Angel (Simon Pegg) seeks the help of local school children in ridding the 
town of the oppressive Neighbourhood Watch Association, the children 
immediately put up their hoods, an action that overtly references the abject Hoodie 
known in the public imaginary. The figure of the Hoodie, then, is congealed within 
both political and popular culture as a stereotype, a national abject, and becomes 
ヮ;ヴデ ﾗa デｴW ┗ﾗI;H┌ﾉ;ヴ┞ ｷﾐ ┘ｴｷIｴ デｴW ┌ﾐSWヴIﾉ;ゲゲ ｷゲ ｷﾉﾉ┌ﾏｷﾐ;デWS ;ﾐS けﾆﾐﾗ┘ﾐげ ┘ｷデｴｷﾐ デｴW 
social sphere. In the following chapters I will explore how the films in the Hoodie 
Horror further the revolting discourse of the Hoodie and the underclass in 
cinematic renderings that not only depoliticize class struggles but enable identity 
aﾗヴﾏ;デｷﾗﾐ デｴヴﾗ┌ｪｴ CﾗｴWﾐげゲ けSｷゲｷSWﾐデｷaｷI;デｷﾗﾐげ ふCﾗｴWﾐが ヲヰヰヵぎ ┝ぶく Iﾐ Wゲデ;Hﾉｷゲｴｷﾐｪ デｴW 
cycle as a cinema of alterity, this thesis positions the films within the current 
ヴｴWデﾗヴｷI ﾗa Iﾉ;ゲゲ デｴ;デ a;Iｷﾉｷデ;デWゲ ; けデｴ;デ-is-not-ﾏWげ aﾗヴﾏ;デｷﾗﾐ ﾗa デｴW ゲWﾉaく  
I will now briefly summarise the structure of this thesis. As previously outlined, the 
thesis is initially divided into three sections, men, manors and monsters, a structure 
that provides the overriding arc to the research and identifies the significant 
iconography of the cycle. The first section men, consists of three chapters and its 
own introduction. As is evident from the section title, chapters in this first part 
focus on representation of masculinities through close textual analysis across the 
cycle, with specific attention paid to the main protagonists, and how these 
adolescent males are constructed within the discourse of the Hoodie and discursive 
constructions of a classed masculinity. Initial contextualisation explores further how 
the monstrous realism of the cycle fabricates narratives of abjection, whilst the 
hoodie as attire is explored as the function of costume.  
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The second section, manors, concentrates on the representation of council estates 
and the wider project of social housing in the films. Again, employing textual 
analysis of the films and asserting the foundation to the representations is the 
abject discourse of territorial stigmatization, the section surveys the differing filmic 
strategies utilised in visualising and fabricating the space of social housing in the 
I┞IﾉWく TｴW Iｴ;ヮデWヴ けﾏﾗﾐゲデヴﾗ┌ゲ ｪWﾗｪヴ;ヮｴｷWゲげ aﾗI┌ゲWゲ ﾗﾐ デｴW ﾏﾗヴW ヴW;ﾉｷゲデ aﾗヴﾏゲ ｷﾐ デｴW 
cycle and how the estates and their wider spaces are inscribed with an underclass 
hierarchal patriarchy. The chapter on haunting housing estates explores how in the 
three films, The Disappeared, Heartless and Citadel, housing estates are gothicised 
in line with haunted house narratives, explicitly fusing the gothic with social 
realism. The ensuing gothic realism reconfigures the private realm of haunting to a 
socio-cultural political arena, positioning social housing as a failed project. The 
section concludes with two chapters focusing on specific films, Harry Brown and 
Eden Lake. The chapter on Harry Brown discusses the council estate as a 
contemporary battleground for citizenship in neoliberal Britain, with particular 
attention granted to how authenticity is constructed by disrupting the ontology of 
the film. Finally, the chapter on Eden Lake asserts how the film in transferring the 
very urban discourse of a threatening underclass to a rural setting, fuses the 
American taxonomy of the rural horror film with the British countryside.  
Iﾐ デｴW aｷﾐ;ﾉ ゲWIデｷﾗﾐ ｷﾐ デｴW デｴWゲｷゲが ﾏﾗﾐゲデWヴゲが デｴWヴW ;ヴW デ┘ﾗ Iｴ;ヮデWヴゲが けデｴW ﾏﾗﾐゲデヴﾗ┌ゲ 
;HﾃWIデげ ;ﾐS けデｴW ｪﾗデｴｷI ;HﾃWIデげく TｴW ﾏﾗﾐゲデrous abject widens what is deemed 
けﾏﾗﾐゲデヴﾗ┌ゲげ ┘ｷデｴ ; aﾗI┌ゲ ﾗﾐ Harry Brown, Piggy, Cherry Tree Lane and Eden Lake. 
TｴW ;ｷﾏ ｴWヴW ｷゲ デﾗ ヮﾗゲｷデｷﾗﾐ デｴW aｷﾉﾏゲげ ﾏﾗﾐゲデWヴゲ ┘ｷデｴｷﾐ ; SｷゲIﾗ┌ヴゲW ﾗa ;HﾃWIデｷﾗﾐ ;ﾐS 
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disgust, placing the films within a legacy of representations of a damaged and 
violent underclass masculinity onscreen. The final chapter, the gothic abject, asserts 
the monsters of Heartless, Citadel and F are sites of tension between social realism 
and the gothic as well as bodies of discourse that fuse mimesis with fantasy and 
























1.8: Images for section one 
 
Figure 1: Popular greetings card 
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2.1: Introduction  
It is a reminder that people fight themselves or each other, rather than the 
ゲ┞ゲデWﾏが ゲｷﾏヮﾉ┞ HWI;┌ゲW ｷデげゲ W;ゲｷWヴ ;ﾐS デｴWヴWげゲ ;ﾐ ﾗH┗ｷﾗ┌ゲ ┘;┞ デﾗ Sﾗ ｷデく  
(Hanley, 2007: 9) 
Whoever the lady was, she can be upset, because it wasn't made for her.  
(Noel Clarke in an interview with Haldarl, 2016) 
In his 2006 article on European cinema, Thomas Elseasser identifies what he terms 
; けIｷﾐWﾏ; ﾗa ;HﾃWIデｷﾗﾐげ デｴ;デ ﾏ;デWヴｷ;ﾉｷゲWS ｷﾐ デｴW ヱΓΓヰゲ ;Iヴﾗゲゲ E┌ヴﾗヮW;ﾐ ゲIヴWWﾐゲく 
Elseasser contextualises these narratives of abjection as stories that deny their 
protagonists all vestiges of selfhood with an increasing intensity, depicting subjects 
┘ｴﾗ ;ヴW けｷﾐ IｷヴI┌ﾉ;デｷﾗﾐ H┌デ さﾗ┌デ ﾗa ゲWヴ┗ｷIWざげ ふEﾉゲW;ゲゲWヴが ヲヰヰヶぎ ヶヵヶぶく Fﾗヴ EﾉゲW;ゲゲWヴが 
while these films explore questions of the human condition, they also expose 
societies where the social contract between the state and subject is broken. 
Essentially, the films depict individuals living on the borders of society who are then 
subjected to further desolation by the narrative trajectory, raising questions of 
selfhood, citizenship and nationhood (Elseasser, 2006: 652). I have chosen to begin 
this section with Elseasserが ;ゲ ｴｷゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa デｴｷゲ けIｷﾐWﾏ; ﾗa ;HﾃWIデｷﾗﾐげ 
provides a contextualisation to a wider history of British cinema in which the 
Hoodie Horror can be situated, but also more importantly, suggests a foundation 
aヴﾗﾏ ┘ｴｷIｴ デﾗ W┝ヮﾉﾗヴW デｴW HﾗﾗSｷW Hﾗヴヴﾗヴげゲ ﾗ┘ﾐ ﾐ;ヴヴ;デｷ┗Wゲ ﾗa ;HﾃWIデｷﾗﾐ ┘ｴｷIｴが ┘ｴｷﾉW 
sharing similarities with Elseasserげゲ definition, display distinct properties. As I 
addressed in the introduction, the progression of British social realism has traced 
the move from the working-class to the underclass with increasingly extreme and 
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desperate associative narratives and aesthetics. Horror cinema may be considered 
the onscreen animation of twentieth century anxieties (Wells, 2000: 3), but the 
British social realist film is also a cinema of anxiety, although one specifically 
addressing class.  
The confluence of both cinematic traditions in the Hoodie Horror furthers this 
cinema of anxiety, crafting a cycle as a collection of films concerned with fears over 
citizenship in twenty-first century Britain. These fears, though, are not of a 
psychoanalytical process associated with horror texts of repression, return and 
resurfacing, but rather a social and cultural model of defining citizenship in a 
neoliberal Britain. The Hoodie as national abject is a mechanism in a paradigm of 
normalization and subjugation of citizen-crafting. The Hoodie, as publicly imagined 
social abject and failed citizen, delineates the figurative contemporary and national 
border. And it is the cinematic male underclass body that embodies the abject state 
and these anxieties.  
As addressed in the introduction, this cycle, I argue, is founded on the 
representation of the abject through the figure of the Hoodie. There is a temporal 
and symbolic reliance on the extra-filmic abject discourse of the Hoodie, in that the 
cycle is time-based and co-ordinates with contemporaneous cultural and political 
imagery and rhetoric that formulates a British underclass in Britain of the 2000s. 
The abject condition originates from political and media strategies, part of the 
wider neoliberal project reliant on the national abject for governance and for public 
consensus to implement punitive penal measures allowing governmental 
withdrawal from state provision (Tyler, 2013). Whilst Elseasser loosely couples his 
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European cinema with a political context, his identification of the filmic abject is 
focused on individual films, products of directors considered auteurs, or films 
categorised as art-house. The Hoodie Horror differs, as the cycle is not only 
dependent on explicit politicised references, but also consists of an eclectic mix of 
genre and cultural film-making. The protagonists, space and place of the films are 
pre-coded as abject via the Hoodie, and while some films, with The Selfish Giant 
HWｷﾐｪ ﾗﾐW W┝;ﾏヮﾉWが IﾗヴヴWゲヮﾗﾐS デﾗ EﾉゲW;ゲゲWヴげゲ IｴﾗｷIW ﾗa ;ヴデ-house films, many 
Hoodie Horrors follow genre-Sヴｷ┗Wﾐ ﾐ;ヴヴ;デｷ┗Wゲく Wｴ;デ ｷゲ ;ヮヮW;ﾉｷﾐｪ ;Hﾗ┌デ EﾉゲW;ゲゲWヴげゲ 
;ヮヮヴﾗ;Iｴ ｷゲ ｴｷゲ ｷSW; ﾗa デｴW けゲヮ;IWゲげ left where a social contract would normally 
reside, spaces that give rise to considerations of a national and social belonging. It is 
within these spaces that the Hoodie Horror narratives dwell. There is a tangible 
absence in the films of state and social contract, ranging from the asociality of 
protagonists (Heartless, Citadel and The Disappeared), to a scarcity of working-lives 
(The Selfish Giant), or lack of governmental institutional presence (Harry Brown, the 
Hood trilogy). In this absence of a social contract there resides a sense of 
abandonment of individual and place by the state, of living on the margins of 
ゲﾗIｷWデ┞が ﾗa HWｷﾐｪ けﾗ┌デ ﾗa ゲWヴ┗ｷIWげが デﾗ ヴWデ┌ヴﾐ デﾗ EﾉゲW;ゲゲWヴ ふElseasser, 2006: 656), or, to 
Sヴ;┘ ┌ヮﾗﾐ ｴﾗヴヴﾗヴ デWヴﾏｷﾐﾗﾉﾗｪ┞が デｴWヴW ｷゲ デｴW けﾗデｴWヴｷﾐｪげ of individuals and 
communities. Indeed, the Hoodie Horror is the cinematic juncture where the abject 
of the social realist text and the abject of the horror film convenes. It is what 
ヮWヴ┗;SWゲ ｷﾐ デｴｷゲ ;HゲWﾐIW ;ﾐS ｴﾗ┘ デｴW ;HﾃWIデ aｷｪ┌ヴWゲ ﾐ;┗ｷｪ;デW ゲﾗIｷWデ┞げゲ Horders that, 
this thesis argues, forms the basis for the narratives of the Hoodie Horror. While 
the cycle utilises the themes, concerns and iconography of the British realist 
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cinematic text, the films and the abject state are narrated by horror and the 
horrifying in the widest and broadest concept of the term.   
Tﾗ ヴWデ┌ヴﾐ デﾗ NﾗWﾉ Cﾉ;ヴﾆWげゲ IﾗﾏﾏWﾐデゲ ヴWaWヴWﾐIWS ;デ デｴW HWｪｷﾐﾐｷﾐｪ ﾗa デｴｷゲ Iｴ;ヮデWヴぎ 
according to Clarke films such as Kidulthood were not directed at a mainstream 
spectatorship nor conceived with any audience in mind (Haldarl, 2016). Rather, 
Cﾉ;ヴﾆWげゲ ;ﾏHｷデｷﾗﾐ ┘;ゲ デﾗ ┘ヴｷデW ; aｷﾉﾏ ;Hﾗ┌デ ﾉｷaW aﾗヴ ｴｷﾏ ;ゲ ; デWWﾐ;ｪWヴが ;ｷﾏｷﾐｪ デﾗ 
represent onscreen the marginalised, those that Clarke felt British cinema had left 
behind. But when film critics and writers conceivW aｷﾉﾏゲ ;ゲ け;Hﾗ┌デ SｷゲWﾐaヴ;ﾐIｴｷゲWS 
┞ﾗ┌デｴ ﾏ;SW aﾗヴ SｷゲWﾐaヴ;ﾐIｴｷゲWS ┞ﾗ┌デｴ H┞ ゲﾗﾏWﾗﾐW ┘ｴﾗ ﾉｷ┗WS ｷデげ ふHaldarl, 2016), the 
language employed shapes a narrative of othering that establishes a mediated 
distance between the audience and the film. This nascent space spurs a furthering 
of otherness, encouraging a symbolic disidentification in a spectatorship, especially 
one that does not consider itself to be marginalised. When combined with film 
content that draws explicitly on symbolism に in the form of the hoodie に even a 
cursory ideological reading positions the Hoodie Horror as a cinema of alterity.  
As the title clearly states, this initial section engages with and explores the 
representation of masculinity in the cycle, considering protagonists that this thesis 
IﾗﾐIWｷ┗Wゲ ﾗa ;ゲ デｴW ﾐWﾗﾉｷHWヴ;ﾉ ﾗデｴWヴく “┌Iｴ ; デWヴﾏ ;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴW ﾏ;ﾉWげゲ ;HﾃWIデ 
configuration に the protagonist as other に in both extra-filmic and diegetic worlds, 
whilst conceptualising the filmic animation within a neoliberal framework. To 
return to Fe;デｴWヴゲデﾗﾐWげゲ ;ヴｪ┌ﾏWﾐデが デｴW ヮヴﾗデ;ｪﾗﾐｷゲデゲ ﾗa デｴW aｷﾉﾏゲが ┘ｴｷIｴ aﾗヴ 
Featherstone are the capitalist other, conceal the monstrosity of capitalism, the all-
encompassing drive for Mammon (Featherstone, 2013; 178-96). While 
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FW;デｴWヴゲデﾗﾐWげゲ ;ﾐ;ﾉ┞ゲｷゲ ｷゲ ┗;ﾉｷSが デｴｷゲ デｴWゲｷゲげs focus on the neoliberal mechanisms at 
play prefers to contextualise the Hoodie Horror male as the cinematic animation of 
neoliberal governance. The dramatic requirements of the films emulate the new 
egalitarianism realised by neoliberalism, in that disadvantage is a result of 
inadequate self-management (Tyler, 2013; 158-61). Poor choices in the film result 
in trauma and death for the Hoodie Horror male.  
This thesis argues the Hoodie Horror is a male-centric collection of films that takes 
its cue from the contemporary figure of the Hoodie, whilst drawing extensively 
upon the motifs, concerns and iconography of the tradition of the social realist film. 
This male focus of the cycle also finds an analogy with contemporary British horror 
output. Films such as Dog Soldiers (Neil Marshall, 2002), Reign of Fire (Rob 
Bowman, 2002), Kill List (Ben Wheatley, 2011) and The Woman in Black (James 
Watkins) all centralise male protagonists, with a focus on the destruction of the 
male body. Whilst the majority of the films in the cycle are generic fare, this does 
not equate with an absence of complexity. The masculine construction that 
traverses the films is a multifaceted assembly that requires reading across various 
platforms に class, costume, discourse, film history. This thesis asserts that the 
neoliberal other exists, and requires reading, on both narrational and symbolic 
levels, and is subject to an onscreen hierarchal order as just listed.  
The Hoodie Horror male, then, is a cultural and social configuration, and one that is 
infused with an extra-filmic discourse as well as the historical trajectory of a 
cinematic British realist masculinity. The Hoodie is the conductor of the discourse of 
the abject, while the history of British social realism is the history of nationhood as 
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shaped by economic and social conditions. The male of the cycle is not just a 
marginalised, disenfranchised or dispossessed figure, but one that is explicitly made 
abject. He is a figure that marks the symbolic passing of working-class 
representation in popular culture and the ascendency of a fetishized underclass. 
The hoodie as a garment demarcates a terminus for the working-class. The Hoodie 
Horror male is one who indicates an absence, a failure and that which is no longer. 
He embodies lost futures of the lower-class male, lives impacted by globalisation, 
by economic and social changes. The Hoodie Horror male is the human aftermath, 
the repercussion, the waste population which Bataille (1934/1999), Wacquant 
(2008), Khanna (2009) and Tyler (2013) all conceptualise as the human cost of the 
mechanisms of abjection. This neoliberal other is the symbolic abject, a cinematic 
figure as a site on which economic and social changes, gender and class relations 
are all inscribed. A default reading of an imperilled masculinity would give rise to 
declarations of the male in crisis, as had been undertaken previously by Leon Hunt 
in his engaging research on British low culture, and Linnie Blake on New Labour and 
the horror film (Hunt, 1998; Blake, 2008). However, this thesis avoids such an 
assertion for the Hoodie Horror male. As John Beynon argues, the repeated use 
デﾗｪWデｴWヴ ﾗa デｴW ┘ﾗヴSゲ けﾏ;ゲI┌ﾉｷﾐｷデ┞げ ;ﾐS けIヴｷゲｷゲげ ｴ;┗W ヴWゲ┌ﾉデWS ｷﾐ デｴW デ┘ﾗ HWIﾗﾏｷﾐｪ 
synonymous and therefore meaningless (Beynon, 2002: 93). Rather, as already 
claimed, the lower-class male of British cinema is the site through which social and 
economic change and nationhood are explored. The Hoodie Horror male embodies 
contemporary anxieties over citizenship and its inability to script itself to the social 
and economic demands of contemporary Britain and globalisation.   
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As referred to the introduction, this thesis privileges a class reading of the films 
over intersectional constructions of identity, for the process of social abjection in 
neoliberal Britain is a class-making project (Tyler, 2013: 153-59). Due to this, this 
thesis asserts the Hoodie Horror male leads a life of bare existence and survival 
within stories of the abject, or rather impossible narratives, in which he experiences 
disadvantage, impoverishment both financial and spiritual, and trauma; these are 
narratives he may not survive. It also requires acknowledging that the men of the 
I┞IﾉW ヴ;ﾐｪW aヴﾗﾏ ┞ﾗ┌ﾐｪ デWWﾐ;ｪWヴゲ デﾗ ┞ﾗ┌ﾐｪ ﾏWﾐく WｴｷﾉW デｴW ゲWIデｷﾗﾐ デｷデﾉWが けMWﾐげが 
may thus seem a little misleading, it actually serves to underline what is central to 
the neoliberal other of the cycle: the performance of masculinity by young men. 
The impossible narratives that the Hoodie Horror male is subjected to necessitate 
they act as men. In Ill Manors, as Chris is on the verge of killing little Jake in an act 
ﾗa ヴW┗WﾐｪW Cｴヴｷゲ ゲ;┞ゲ けYﾗ┌げヴW デｴW H;S ﾏ;ﾐ ﾐﾗ┘く Tｴｷゲ ｷゲ ┘ｴWヴW ┞ﾗ┌ ┘;ﾐデ デﾗ HWげく TｴW 
sub-text of the films is the ethics and morality of how subjugation as an abject 
impels these boys to proceed as men.  
 The following chapters of this section seek to explore the Hoodie Horror male as 
neoliberal other. As outlined earlier, analysis of the male protagonists necessitates 
W┝ヮﾉﾗヴ;デｷﾗﾐ ﾗa デｴW ｴｷWヴ;ヴIｴ┞ ﾗa デｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐく E┝ヮﾉﾗヴｷﾐｪ デｴW I┞IﾉWげゲ ﾏ;ゲI┌ﾉｷﾐｷデｷWゲ 
necessitates consideration of, and contextualisation within, the role and influence 
of fashion and costume, a contemporary cultural history of lower-class male 




2.2: The narratives of the neoliberal other  
In his insightful article on British misery cinema, Graham Fuller concludes that such 
films, despite objections from some quarters, are an essential element of any 
IｷﾐWﾏ; ﾗa ┘ﾗヴデｴ ;ﾐS けﾐWIWゲゲ;ヴ┞ デﾗ WaaWIデ Iｴ;ﾐｪWげ ふF┌ﾉﾉWヴが ヲヰヱヱぎ ヴンぶく F┌ﾉﾉWヴ IﾗﾐIWｷ┗Wゲ 
this cinema of misery as films of the social realist tradition that animate working-
class lives consisting of not just poverty, but impoverishment, both economic and 
spiritual. It is a cinema of suffering and trauma that can be traced to the Free 
Cinema movement and the British New Wave. For Fuller, this destitution endured 
can either be a result of individual choices or a wider social and economic decline, 
but is one that illuminates a desperate class malaise. Fuller does not expand on the 
nature of change he was referring to, but given the focus of his article, it would be 
reasonable to surmise he was alluding to the role such cinema can play in 
confronting social and cultural equality. For Fuller, films have a role to play in 
achieving social fairness. While FuﾉﾉWヴげゲ ┗ｷW┘ゲ ﾗﾐ IｷﾐWﾏ;げゲ ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ;ゲ ; 
political voice is highly appropriate, it is challenging to see effected change on 
viewing the films in the Hoodie Horror cycle. Rather, contemporary cultural output 
alludes to the widening of inequality, impacting those already marginalised the 
most. This extension in disparity is exemplified by a simple comparison between 
Kes and The Selfish Giant. Despite the forty-year gulf in the release between both 
films, the plight of Arbor seeks to underline the latter fｷﾉﾏげゲ IﾗﾐIWヮデｷﾗﾐ ﾗa デｴW 
extremity of social and economic exclusion faced by certain communities in the 
Britain of the new millennium. The films are comparable in terms of male teenage 
protagonists living in a socially deprived north with a troubled home-life. Despite 
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nihilistic endings for both films, there is more hope for Kesげゲ Bｷﾉﾉ┞ ｷﾐ デｴ;デ デｴWヴW ;ヴW 
employment opportunities awaiting once he has finished school. The prospects for 
Arbor are bleak: criminality or continued impoverishment. And whilst none of the 
aｷﾉﾏゲ ﾗa デｴW I┞IﾉW ;ヮヮW;ヴ ｷﾐ F┌ﾉﾉWヴげゲ ;ﾐ;ﾉ┞ゲｷs, 5  despite corresponding and 
overlapping narratives of disenfranchisement, there is a sense that the terminus of 
the working-class onscreen that Hill refers to (Hill, ヱΓΓΓぶ ﾉｷWゲ HW┞ﾗﾐS F┌ﾉﾉWヴげゲ 
conceptualisation of miserable lives in British realism. What is yonder in British 
cinema, conceptually, temporally and aesthetically, is the abject existence of the 
Hoodie Horror male.  
In his article on the cinema of abjection, Elseasser sketches the concept of abjection 
to be one where characters suffer the effects of such a process and exist within a 
けSﾗ┌HﾉW ﾗII┌ヮ;ﾐI┞げ ふElseasser, 2006: 655). Elseasser appears to be suggesting this is 
デｴW IｷﾐWﾏ;デｷI ;ﾐｷﾏ;デｷﾗﾐ ﾗa KヴｷゲデW┗;げゲ ｷSW;ゲ ﾗa ヴW┗┌ﾉゲｷﾗﾐ ;ﾐS HﾗヴSWヴｷﾐｪが ｷﾐ デｴat 
objects deemed abject exist within the margins of the borders but are never fully 
expunged as their symbolic threat must remain, in order to recognise and maintain 
said borders (Kristeva, 1982: 136-ンΑぶく Aゲ T┞ﾉWヴ IﾗﾐデWﾐSゲが け┘;ゲデW ヮﾗヮ┌ﾉ;デｷﾗﾐゲ ;ヴW ぐ 
includWS デｴヴﾗ┌ｪｴ デｴWｷヴ W┝Iﾉ┌ゲｷﾗﾐげ ふT┞ﾉWヴが ヲヰヱンぎ ヲヰぶく Fﾗヴ EﾉゲW;ゲゲWヴが デｴWゲW aｷﾉﾏゲ ;ヴW ﾐﾗデ 
the abject narratives of victims and oppressors, rather the characters are the end 
result of the process. The conclusion having been reached, even the oppressors 
have vacated the narratives, leaving the abject figures existing in a void (Elseasser, 
2006: 655-ヵヶぶく TｴW ;HﾃWIデ ｷﾐ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ｷゲ ; ┗;ヴｷ;ﾐデ ﾗﾐ EﾉゲW;ゲゲWヴげゲ 
estimation, but one complicated by the extra-filmic narrative of the Hoodie.  
                                                             
5 Given the tone and content of The Selfish Giant, it would be appropriate to conjecture that it 
would resonate with Fuller╆s analysis┻   
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Aゲ ┘ｷデｴ EﾉゲW;ゲゲWヴげゲ ┗ｷW┘が デｴe protagonists of the Hoodie Horror do not realise their 
abject state or, as in some texts, that they reside in the margins. The hoodie as 
garment conducts the abject discourse which not only complicates the realism but 
also serves to subjugate the characters to an identity formation residing outside of 
デｴW IｷﾐWﾏ;デｷI ┘ﾗヴﾉSが H┌デ ┘ｷデｴｷﾐ ヮ┌HﾉｷI ヮﾗ┘Wヴ ﾏWIｴ;ﾐｷゲﾏゲく EaaWIデｷﾐｪ ﾗﾐWげゲ ﾗ┘ﾐ 
subjectivity is problematic for the neoliberal other. The problematic function of the 
hoodie as garment is explored in the following chapter on the symbolic abject. 
Whereas there are explicit signals of the discourse of the Hoodie in operation in the 
cinematic worlds relation in to the monsters of such films as F, Citadel and 
Heartless, there is no conclusive evidence of it being active in other films in relation 
to the protagonists. This is different to its symbolic and representational function as 
costume, which is discussed further on.  
TｴW I┞IﾉWげゲ ﾏ;ﾉW ｷゲ デｴW WaaWIデ ﾗa デｴW ヮヴﾗIWゲゲ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐ ;ﾐS ┘ｴ;デ デｴｷゲ デｴWゲｷゲ 
conceives as the neoliberal other, the symbolic abject. In Kidulthood, Trife, Moony 
and Jay are only confronted with this status as the neoliberal other when they are 
accused of shoplifting in a store located in the west end of London. The accusation 
is unfounded, rather more to do with a prejudice against the trio with regards to 
their age and appearance, and the scene recalls the ban on individuals wearing 
hoodies made by Bluewater shopping complex in 2005, as mentioned earlier, the 
year before the release of Kidultood. As with the actions of Bluewater, so the trio 
here are denied access to the spaces of consumerism and consumption. They are 
deemed abject by association in a society that arbitrates adolescents as non-
consumers and also criminalises them. The point here is that the identity formed by 
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the power mechanisms of neoliberal governmentality, a publicly imagined identity, 
subjugates Trife, Moony and Jay, and disallows these teenagers their own identity 
and agency.  
Abject existences are animated by the Hoodie Horror in impossible narratives 
where the male protagonists navigate a destructive existence, living with the 
effects of trauma where the challenge is to survive. In Kidulthood, Trife is murdered 
by Sam; Jake in Ill Manors is murdered by Chrisl in The Selfish Giant, Swifty is killed 
by electric shock in an act of friendship towards Arbor. The Hoodie Horror is thus 
distinguished by its brutalising narratives. What is of importance here, in a cycle 
that houses a range of film forms, is that the narratives and spaces of the individual 
films, whether it be the Brit-grit or the more generic horror fare, are 
interchangeable. The variation in representation is dependent on the filmic 
strategies directed by the film form, rather than the content or representation. The 
sink estates of The Disappeared present comparable challenges to the estate in 
Harry Brown. Jamie in Heartless is killed by Hoodies, as is Trife in Kidulthood and 
Steve in Eden Lake. The economic impoverishment borne by Tommy in Citadel and 
Matthew in The Disappeared is comparable to the living conditions endured by 
both Shifty and Arbor in The Selfish Giant. The abject configuration of the 
underclass and the spaces it navigates are animated analogously across the cycle. 
Not only does the underclass male figure embody concerns over citizenship, but he 
is subjected to further symbolic violence. The emblematic suffering and trauma of 
the underclass male onscreen is the corporeal measurement of economic and social 
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decline of the underclass and the nation: the more abject the configuration, the 
more extreme is the corporeal endurance.  
In the Hoodie Horror, working-class culture is supplanted by the underclass. 
Hﾗ┘W┗Wヴが デｴWゲW ;ヴW ﾐﾗデ デｴW ┌ﾐSWヴIﾉ;ゲゲ ﾉｷaWゲデ┞ﾉW aｷﾉﾏゲ ﾗa デｴW けIﾗﾗﾉ Bヴｷデ;ﾐﾐｷ;げ Wヴ;が 
such as Twin Town or Trainspotting that Monk identifies as subcultural and 
pleasurable spectacles (Monk, 2000a: 276-80). While the cycle continues with the 
abject condition as normative as suggested in the films of the 1990s, in line with the 
class narrative of Britain in the 2000s, the films of the Hoodie Horror cycle return to 
デｴW けヮヴﾗHﾉWﾏ ;ﾐS ゲﾗﾉ┌デｷﾗﾐげ ふ282) narratives that have afflicted the British social 
realist text.  
The relationship of the Hoodie Horror to the trajectory of the British realist film is 
one of continuation, advancement and reversal, in that the cycle draws upon に thus 
continuing に associative motifs, concerns and iconography, but also reverses and 
challenges some developments of the tradition. Hill notes the narrowing trajectory 
of British realism from the public to the private, tracing the impact and severity of 
WIﾗﾐﾗﾏｷI Iｴ;ﾐｪW ;ゲ けSWHｷﾉｷデ;デｷﾐｪが ;ﾐS ゲﾗﾏWデｷﾏWゲ Hヴ┌デ;ﾉｷゲｷﾐｪが IﾗﾐゲWケ┌WﾐIWゲ ﾗa 
┌ﾐWﾏヮﾉﾗ┞ﾏWﾐデ ;ﾐS ヮﾗ┗Wヴデ┞げ ふHill, 1999: 167). The Hoodie Horror complicates the 
curve of this tradition and challenges a traditional reading of what are deemed 
public and private realms. The films of the cycle animate the underclass navigating 
and appropriating public spaces for their own activities, not subcultural as with the 
aｷﾉﾏゲ ｷﾐ Mﾗﾐﾆげゲ ;ﾐ;ﾉ┞ゲｷゲが but rather for a local black market economy to operate. 
Abjected, the neoliberal male of the cycle reformulates traditional notions of both 
employment and the public sphere for his own requirements. In The Selfish Giant, 
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Arbor and Shifty, excluded from school, start working by collecting scrap for Kitten, 
while Shifty also looks to race in the horse-trap for him. In Kidulthood, Trife wrestles 
with the choice of a life of criminality or choosing a more traditional role of 
fatherhood and family. Sam, who succeeds Trife as the main protagonist of the 
Hood trilogy, traverses the same choices throughout the film series, as he struggles 
to free himself of the pervasive criminal bonds that mark him as a failed citizen, and 
attain social and economic inclusivity as a working and family man, a neoliberal 
citizen. Similarly, Jake in Ill Manors is coerced by Marcel to kill Kirby as the price for 
HWｷﾐｪ ;HﾉW デﾗ ヴ┌ﾐ ┘ｷデｴ M;ヴIWﾉげゲ ﾉﾗI;ﾉ IヴW┘く    
The spaces, geographical and psychological, that the neoliberal other inhabits are 
local. The working-class academic Lisa McKenzie, asserts how the working-class is 
managed by stigmatisation through identification with the local (McKenzie, 2017: 1-
4). McKenzie elaborates how, in an era of globalisation, the working-class is 
conceived as backward, old-fashioned and rigid for their strong community values 
(2). A cursory comparison between the Hoodie Horror, British realism and the fairy-
tale London of Richard Curtis films provides a clear sense of the relationship 
between the local and the lower-class that McKenzie conceives. The creativity and 
the scope in the vistas afforded the very middle-class characters of Four Weddings 
and a Funeral (Mike Newell, 1994), Notting Hill (Roger Michell, 1999) and Love 
Actually (Richard Curtis, 2003) provide a stark and illuminating comparison with the 
British realist texts. These broad vistas furnish the characters with a mobility and 
agency, both geographically and psychologically, not bequeathed or imagined for 
the lower-class protagonists of the more realist vehicles. The middle-class body 
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personifies optimism, prospects and individualism, while the underclass body is 
inscribed with anxiety, the parochial and a symbolic failing of their wider class. In 
the Hoodie Horror, the neoliberal other is an urban outcast that navigates his local 
manor, existing to react to events in the immediate locale. Aaron and Ed in Ill 
Manors are small-time drug dealers who make their money on their local streets. 
The narrative of Harry Brown solely orbits the housing estate where Harry lives. 
Tﾗﾏﾏ┞げゲ ゲﾗﾉｷデ;ヴ┞ W┝ｷゲデWﾐIW ｷﾐ Citadel is animated by him being from the sole family 
living on a deserted council estate, financially impoverished and with no means at 
his disposal to escape. Neither Matthew in The Disappeared, and Jamie from 
Heartless, inhabits communities or the social outside of their familial or estate 
bonds. The local, animated as the manor in the Hoodie Horror, functions to 
incarcerate and confine its inhabitants geographically, economically, and 
psychologically.  
In the drive to expunge class from party politics and political dialogue, New Labour, 
and Tony Blair specifically, spoke instead about selfhood and the attainment of 
ゲﾗIｷ;ﾉ ;ﾐS WIﾗﾐﾗﾏｷI ;S┗;ﾐデ;ｪWく Oﾐ ;ゲIWﾐSｷﾐｪ デﾗ ヮﾗ┘Wヴが Bﾉ;ｷヴ SWIﾉ;ヴWSが けTｴW Bヴｷデ;ｷﾐ 
of the WﾉｷデW ｷゲ ﾗ┗Wヴく TｴW ﾐW┘ Bヴｷデ;ｷﾐ ｷゲ ; ﾏWヴｷデﾗIヴ;I┞げが ;ﾐSが けa;デ;ﾉｷゲﾏが ;ﾐS ﾐﾗデ ﾃ┌ゲデ 
poverty, is the problem we face, the dead weight of low expectations, the crushing 
HWﾉｷWa デｴ;デ デｴｷﾐｪゲ I;ﾐﾐﾗデ ｪWデ HWデデWヴげ ふBﾉ;ｷヴが ヱΓΓΑぶく WｴｷﾉW ｷデ ｷゲ ﾐﾗデ ┘ｷデｴｷﾐ デｴW ゲIﾗヮW ﾗa 
this thesis to debate political success or failure, the Hoodie Horror suggests a stasis 
at best, or a widening of inequality between the lower-class and the elite. The cycle 
would appear to allude to meritocracy as, if not an outright failure, at least a 
political policy, a façade. More critically, the cycle is suggestive of what Paul Gilroy 
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ゲWWゲ ;ゲ ; けヮﾗ┗Wヴデ┞ ﾗa ｷﾏ;ｪｷﾐ;デｷﾗﾐげ ふGilroy, 2011). Speaking after the riots of 2011, 
Gilroy argued for a new way of publicly conceptualising British youth. The 
continued abject imagery of stigmatization and penal punishment in both media 
and political narrative, for Gilroy, only served to perpetuate class division and its 
revolting discourse, undermining any progressive strategies and vision for a civil 
society (2011). Is this not what the Hoodie Horror illuminates in terms of the 
representation of the lower-Iﾉ;ゲゲ ﾗﾐゲIヴWWﾐい WｴｷﾉW デｴｷゲ ｷゲ ﾐﾗデ ; けI;ﾉﾉ-to-;ヴﾏゲげ aﾗヴ ; 
return to a more politically conscious national cinema, the class representation in 
the cycle emphasises a certain ゲデ;ゲｷゲく TｴW aｷﾉﾏゲげ ﾉﾗI;ﾉ ﾐ;ヴヴ;デｷ┗Wゲ ﾗa デヴ;┌ﾏ;が SW;デｴが 
and failure further entrench and stigmatise the underclass within a fetishized and 
;HﾃWIデ ｷﾏ;ｪｷﾐWS ｷSWﾐデｷデ┞く TｴW aｷﾉﾏゲ aﾗI┌ゲ ﾗﾐ ; IﾗﾐデWﾏヮﾗヴ;ヴ┞ けｴ;ﾐS-to-ﾏﾗ┌デｴげ 
existence, deny mobility and agency to its protagonists, normalising poverty and 
disadvantage as the result of a destitution of the right sort of aspiration. The 
desperate narratives that destroy and deny the Hoodie Horror male divest him of 
citizenship and confine him to societal borders. While this thesis is not advocating, 
with producer David M. Thompson, デｴ;デ けデｴWヴW ｴ;ゲ HWWﾐ デﾗﾗ ﾏ┌Iｴ ﾏｷゲWヴ;Hﾉｷゲﾏげ 
(Thompson in Fuller, 2011: 43) it does seek to raise the issue, as Gilroy has, of the 
importance of imagining alternative imagery and narratives in animating abject 
figures and communities.  
2.3: The symbolic abject: fashion, costume and realism in the Hoodie Horror 
Really. The hooded top is part of our national costume. 
(McLean, 2005: 2) 
 95 
A thesis on the Hoodie Horror would risk the accusation of being remiss if it did not 
engage with the attire central to the films that spawned the cycle: the hoodie. 
Across the films the hoodie traverses considerations of both fashion and costume, 
and problematises the realism of the films through mimesis between the fiction of 
the cinematic narratives and the abject discourse the hoodie embodies. The hoodie 
codes the wearer as the symbolic abject, the failed citizen of neoliberal Britain, but 
also narrates stories of abjection. Furthermore, the hoodie offers an opportunity to 
contextualise the Hoodie Horror male within a contemporary history of cultural 
configurations of masculinity. This chapter explores a selection of archetypal 
examples from the cycle that illuminate how the hoodie not only problematises film 
form, but also the cinematic function of costume, not just for the extra-filmic 
narrative it symbolises and how this impacts character, but also in relation to 
narrative and costume as spectacle. The discourse the hoodie visualises directs 
narrative, costume and characterisation.  
The existing body of scholarship on costume and film predominately focuses on the 
relationship between costume and narrative, and the question as to whether 
costume can or should transcend narrative demands. In the seminal chapter, 
けCﾗゲデ┌ﾏW ;ﾐS N;ヴヴ;デｷ┗Wげが J;ﾐW G;ｷﾐWゲ ;ヴｪ┌Wゲ デｴ;デ ｷﾐ Iﾉ;ゲゲｷI;ﾉ IｷﾐWﾏ; デｴW ｴｷWヴ;ヴIｴ┞ 
in film instructed characterisation to defer to the narrative trajectory, and spectacle 
デﾗ Iｴ;ヴ;IデWヴく WｴｷﾉW Iﾗゲデ┌ﾏW IヴW;デWゲ ｷデゲ ﾗ┘ﾐ ┗ｷゲ┌;ﾉ ﾉ;ﾐｪ┌;ｪW ;ﾐS けﾐ;ヴヴ;デWゲげ 
characterisation from an interior world, to motivation and to general traits, as with 
other elements of the mise-en-scèneが ｷデ ﾏ┌ゲデ ﾗHﾉｷｪW けデｴW ｴｷｪｴWヴ ヮ┌ヴヮﾗゲW ﾗa 
ﾐ;ヴヴ;デｷ┗Wげ ふGaines, 1990: 193). Costume that exceeded narrative demands would 
 96 
prove to be distracting (193). Furthermore, Gaines asserts costume that failed to be 
determined by character would disrupt both narrative and the realism of the film in 
デｴ;デ けﾐ;ヴヴ;デｷ┗W ヴW;ﾉｷゲﾏ SｷIデ;デWゲ デｴ;デ Iﾗゲデ┌ﾏW HW I┌ヴデ;ｷﾉWS H┞ Iﾗﾐ┗Wﾐデｷﾗﾐ;ﾉ SヴWゲゲ 
codes; continuity requires that it be monitored ぐ economy requires that it 
reinforce causalityげ ふヱΓヶぶく TｴWヴW ｷゲ ; ゲ┌ｪｪWゲデｷﾗﾐ ｷﾐ G;ｷﾐWゲげ ヮﾗゲｷデｷﾗﾐ デｴ;デ ;ﾐ W┝IWゲゲ ｷﾐ 
costume results in an unwanted spectacle that privileges the visual over narrative, 
style over content. As Helen Warner correctly summarises, scholarship has assumed 
Iﾗゲデ┌ﾏW ;ゲ ゲヮWIデ;IﾉW けSｷゲヴ┌ヮデゲげ デｴW ﾐ;ヴヴ;デｷ┗W aﾉﾗ┘ ふW;ヴﾐWヴが ヲヰヰΓぎ ヱΒヲぶく Aゲ W;ヴﾐWヴ 
points out, subsequent scholarship (Berry, 2000; Street, 2001) continued with this 
hypothesis. Stella Bruzzi, as a further example, continues this argument by asserting 
some films explicitly construct excessive spectacle, and that costume as an element 
ﾗa デｴｷゲ W┝IWゲゲ Sｷゲヴ┌ヮデゲ デｴW ﾐ;ヴヴ;デｷ┗W ┘ｷデｴ ｷデゲ ｷﾐSWヮWﾐSWﾐデ けゲヮWIデ;I┌ﾉ;ヴ ｷﾐデWヴ┗Wﾐデｷﾗﾐゲ 
that interfere with the scenes in which they appear and impose themselves onto 
デｴW Iｴ;ヴ;IデWヴゲ デｴW┞ ;Sﾗヴﾐげ ふBruzzi, 1997: xv). However, Bruzzi elaborates further 
ゲデｷﾉﾉ ﾗa デｴW ヮﾗゲゲｷHｷﾉｷデ┞ デｴ;デ けSWﾉｷHWヴ;デWﾉ┞ ┌ﾐゲヮWIデ;I┌ﾉ;ヴ a;ゲｴｷﾗﾐ I;ﾐ ゲデｷﾉﾉ a┌ﾐIデｷﾗﾐ ｷﾐ ; 
ゲヮWIデ;I┌ﾉ;ヴ ┘;┞げ ふヲヵぶく  
TｴW ｴﾗﾗSｷW ｷゲが ;ゲ Bヴ┌┣┣ｷ ┘ﾗ┌ﾉS ｴ;┗W ｷデが ;ﾐ け┌ﾐゲヮWIデ;I┌ﾉ;ヴ a;ゲｴｷﾗﾐげ ふヲヵぶく Iデ ｷゲ ; ┌ﾐｷデ;ヴ┞ 
garment and utility wear, versatile, yet anonymous, ageless, unisex and 
ヮWヴa┌ﾐIデﾗヴ┞く Iデ ｷゲが ;ゲ Gヴ;ｴ;ﾏ MILW;ﾐ ｴｷｪｴﾉｷｪｴデゲが けﾗﾐﾉ┞ ; ゲ┘W;デゲｴｷヴデ ┘ｷデｴ ;ﾐ W┝デヴ; 
Hｷデげが デｴ;デ I;ﾐ HW ヮ┌ﾉﾉWS ﾗﾐ aﾗヴ け“;デ┌ヴS;┞-morning supermarket trips and lazy Sunday 
pub lunches, for late-night corner-ゲｴﾗヮ Wヴヴ;ﾐSゲ ;ﾐS ﾃ;┌ﾐデゲ デﾗ デｴW ゲW;ゲｷSWげ ふMcLean, 
2005: 2). The hoodie is not a piece of intricate sartorial design or even considered 
stylish. It is, as Bruzzi would assuredly agree, unspectacular. It is also, however, 
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centrally positioned in the Hoodie Horror. On one level it is a marker, the definitive 
iconography of the cycle. As the assorted marketing material suggests, the 
utilisation of the hoodie was to focus and prime audience expectation, denote 
characterisation and convey narrative information (Figs 6 に 10). Its centralisation 
makes visible に spectacularises に the abject state, but also problematises the 
realism of the films through its mimesis. While the narratives of the Hoodie Horror 
maintain a certain narrowing of social space that Hill perceives in the development 
of the British realist text (Hill, 2000a), the hoodie reverses visibility by relocating it 
to the costume. Scholars such as Hill and Lowenstein have noted how prominent 
filmic texts of the working-class accord with testing economic and social changes 
(Hill, 1986; Lowenstein, 2005). The utilisation of the hoodie onscreen scripts the 
passing of the working-class, and supplants it, crystallising the identity of the 
underclass in its place. The hoodie is the visual language, the aestheticization of the 
revolting discourse of the Hoodie. It symbolises citizenship in neoliberal Britain in 
the twenty-first century.  
Post-industrial Britain was a nation subjected to a neoliberal governmentality 
promoting individualism, class mobility and aspirational living, whilst decoupling 
citizens who failed to seize opportunity; here the identity of the working-class has 
aヴ;Iデ┌ヴWSが IﾉW;ヴｷﾐｪ I┌ﾉデ┌ヴ;ﾉ aﾗヴﾏゲ ﾗa ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ﾗa デｴW ﾏ┞デｴｷI;ﾉ けヴW;ﾉ ┘ﾗヴﾆｷﾐｪ-
Iﾉ;ゲゲげく Wｴ;デ ｴ;ゲ ヴWヮﾉ;IWS ｷデ ;ヴW ┗ｷゲｷﾗﾐゲ ﾗf the underclass, with the Burberry of the 
chav succeeded by the Hoodie. The hoodie, with its associative abject discourse, 
calibrates the underclass identity in the public sphere. The identity, as explored 
W;ヴﾉｷWヴ ｷﾐ けTｴW a;ゲｴｷﾗﾐ ﾗa aW;ヴげが ｷゲ ﾗ┗WヴSWデWヴﾏｷﾐed and fetishized, distorts and 
 98 
fabricates impoverishment, failure, parasitical and dysfunctional behaviour to 
demonise the underclass in the formation of a moral panic. As Mooney highlights, 
デｴW SWﾏﾗﾐｷ┣ｷﾐｪ SｷゲIﾗ┌ヴゲWゲ けﾗaデWﾐ ｴ;┗W ﾗﾐﾉ┞ デWﾐ┌ﾗ┌ゲ IﾗﾐﾐWIデｷﾗﾐゲ デo the reality of 
W┗Wヴ┞S;┞ ﾉｷaWげ ふMﾗﾗﾐW┞, 2008: 14). However, this identity, as a mechanism of social 
abjection, is also posited as a truth, something known of the underclass through 
repeated instances of imagery and stories. It conveys a sense of authenticity. The 
centralisation of the hoodie in the cycle solidifies this abject identity onscreen. It 
furthers the stigmatization of the underclass and secures it within an immobile and 
fixed identity. As the hoodie is imbued with neoliberal governmentality, the 
application of it in films infuses the cinematic texts with a reactionary and 
neoliberal ideology, resulting in films coalescing with the abject discourses and 
furthering the stigmatization. The hoodie as a visual language makes spectacle of 
the abject underclass.  
The hoodie as costume then complicates narrative and characterisation by posing 
the question as to whether a balance can be struck between discourse and 
character, mimesis and realism. The problem encapsulates the ongoing debate in 
scholarship on costume between spectacle and narrative. Does the visibility of the 
hoodie privilege discourse, through the spectacle of the abject, over narrative? The 
tension between mimesis and realism in the cycle is particularly imbued in the 
hoodie. As observed by McLean, the hoodie is an everyday piece of clothing, 
versatile and in circulation through all levels of society in contemporary Britain 
(McLean, 2005: 2). As Sarah Street asserts in her chapter on Wonderland (Michael 
Winterbottom, 1999), costume is utilised to emphasise the realism of the film 
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(Street, 2001: 73). For Street, whilst costume in realist texts is still employed as a 
mechanism through which to explore characterisation, the realist form necessitates 
; けa;ゲｴｷﾗﾐ ゲ┞ゲデWﾏ ┘ｴｷIｴ ｷゲ ヴWaﾉWIデｷ┗W ﾗa ｴﾗ┘ さﾗヴSｷﾐ;ヴ┞ざ ヮWﾗヮﾉW ┌ゲW a;ゲｴｷﾗﾐげが ; 
system that must also acknowledge the social class (75).  Costume, as a component 
of the mise-en-scèneが ﾏ┌ゲデ ﾗHﾉｷｪW デｴW aｷﾉﾏげゲ aﾗヴﾏ ;ﾐS ｷゲ ;ﾐ けｷﾐデWｪヴ;ﾉ WﾉWﾏWﾐデ ﾗa 
Wゲデ;Hﾉｷゲｴｷﾐｪ ┗Wヴｷゲｷﾏｷﾉｷデ┌SWげ ふヱヱぶく “デヴWWデ W┝ヮ;ﾐSゲ a┌ヴデｴWヴ ﾗﾐ the relationship between 
Iﾗゲデ┌ﾏW ;ﾐS ヴW;ﾉｷゲﾏ H┞ Sヴ;┘ｷﾐｪ ┌ヮﾗﾐ Jﾗ;ﾐﾐW Eﾐデ┘ｷゲデﾉWげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa 
けWﾏHﾗSｷﾏWﾐデげく Fﾗヴ “デヴWWデが ｷﾐ ﾗヴSWヴ aﾗヴ Wonderland デﾗ I;ヮデ┌ヴW デｴW けﾗヴSｷﾐ;ヴｷﾐWゲゲげ ﾗa 
the everyday, costume must convince it is commonplace, that it reflects how 
clothes would be worn outside of the cinematic world (Street, 2001: 74-75). 
Eﾐデ┘ｷゲデﾉWげゲ ｷSW; ﾗa WﾏHﾗSｷﾏWﾐデ ヮWヴIWｷ┗Wゲ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ a;ゲｴｷﾗﾐ ;ﾐS デｴW 
HﾗS┞ H┞ ゲｷデ┌;デｷﾐｪ け┘W;ヴｷﾐｪげ ;ゲ ; ゲﾗIｷ;ﾉ ;ﾐS I┌ﾉデ┌ヴ;ﾉ ヮヴ;IデｷIW デｴ;デ IﾗﾐゲｷSWヴゲ 
individuality, identity, cultural affiliations and how fashion functions to create 
states of inclusivity and exclusivity (Entwistle, 2000: 139). As Street summarises, 
┘W;ヴｷﾐｪ IﾉﾗデｴWゲ ｷゲ ; ヮヴﾗIWゲゲ ﾗa け;S;ヮデ;デｷﾗﾐが ﾐWｪﾗデｷ;デｷﾗﾐ ;ﾐS ゲWﾉa-ヮヴWゲWﾐデ;デｷﾗﾐげ 
(Street, 2001: 74); costume in Wonderland furthers the realism of the feature by 
;ﾐｷﾏ;デｷﾐｪ デｴW ｷﾐSｷ┗ｷS┌;ﾉｷデ┞ ﾗa デｴW ﾏ;ｷﾐ Iｴ;ヴ;IデWヴが N;Sｷ;が H┞ Iﾗﾐ┗W┞ｷﾐｪ ; けﾉｷ┗WS-
ヮヴ;IデｷIWげ ﾗa ｴﾗ┘ N;Sｷ; ｴ;ゲ ;S;ヮデWS ｴｷｪｴ-street fashion to illuminate her personal 
style (83-84).  
“デヴWWデげゲ ;ﾐ;ﾉ┞ゲｷゲ ｷゲ pertinent here, for it raises analogous issues that aid in 
ｷﾉﾉ┌ﾏｷﾐ;デｷﾐｪ デｴW ｴﾗﾗSｷWげゲ ヮヴﾗHﾉWﾏ;デｷI a┌ﾐIデｷﾗﾐ ;ゲ Iﾗゲデ┌ﾏW ｷﾐ デｴW I┞IﾉWく As explored 
ﾏﾗヴW ｷﾐ デｴW けGﾗデｴｷI ;HﾃWIデげ Iｴ;ヮデWヴが デｴW ｴﾗﾗSｷW ｷﾐ aｷﾉﾏゲ ゲ┌Iｴ ;ゲ Heartless, F and 
Citadel traces over a far more explicit and essentialist abject discourse abundant in 
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ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴWく TｴW ｴﾗﾗSｷWげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ ┘ｷデｴ ﾏﾗﾐゲデWヴゲ ｷゲ ﾐﾗデ デｴW aﾗI┌ゲ ﾗa デｴｷゲ 
chapter, but rather how the hoodie illuminates the protagonists. Firstly, for such a 
unitary item of clothing, the hoodie in the cycle in its broadest sense scripts the 
ゲ┞ﾏHﾗﾉｷI ┌ﾐSWヴIﾉ;ゲゲ ﾏ;ﾉW ┌ヴH;ﾐ W┝ヮWヴｷWﾐIWく HWヴW デｴW デWヴﾏ け┌ﾐSWヴIﾉ;ゲゲげ denotes 
not just economic and social impoverishment, but also behaviour. It embodies what 
ｷゲ ヮﾗゲｷデWS ;ゲ けヴW;ﾉげ ;ﾐS け;┌デｴWﾐデｷIげ ふ;ゲ ┘;ゲ SｷゲI┌ゲゲWS ｷﾐ けTｴW a;ゲｴｷﾗﾐ ﾗa aW;ヴげぶ デｴヴﾗ┌ｪｴ 
the form of mimesis. However, the urban experience, while violent and traumatic 
for the protagonists, does not consistently denote the protagonists as violent 
deviants as the extra-filmic discourse would dictate. The mimesis in the tracing over 
of the symbolic attire is disrupted. As a visual signifier it denotes the extra-filmic 
discourse, crafting the character within that narrative. However, this chapter argues 
that when worn by the protagonists, the hoodie signals to a wider framework of an 
abject state. Here, the hoodie symbolises an abject figure. If we return to the 
concept of abjection as a spatialising mechanism, the hoodie and protagonist 
relationship is coded with a symbolic distance: this figure resides on the margins. As 
an example, when we first meet Jamie in Heartless, as he navigates the urban 
surroundings from a London high street to the waste grounds, he is wearing a 
hoodie with the hood up, an item he wears consistently throughout the narrative. 
Arbor too wears his hoodie, first when waiting for Swifty when they first go 
ゲIヴ;ヮヮｷﾐｪ ;aデWヴ HWｷﾐｪ W┝Iﾉ┌SWS aヴﾗﾏ ゲIｴﾗﾗﾉが ;ﾐS ﾉ;デWヴ ┘ｴWﾐ ｴW ゲｷデゲ ﾗ┌デゲｷSW “┘ｷaデ┞げゲ 
home after the latter has died. The hoodie in both instances code the characters as 
abject figures, as characters who navigate societal borders. However, both 
instances also illuminate characterisation and an interior world.  
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As explored in the following chapter on the Hoodie Horror male, both Jamie and 
Arbor are denoted as insufficient masculinities due to their mental health issues, 
┘ｴｷIｴ ｴｷﾐSWヴゲ デｴWｷヴ ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ ゲWﾉa ;ﾐS ゲﾗIｷWデ┞く J;ﾏｷWげゲ a;IW ｷゲ HﾉｷｪｴデWS 
by a port-wine stain, he suffers from depression due to the death of his father 
when he was a child, and has attempted suicide. He works for his brother, has no 
friends and actively withdraws from society. Jamie is an urban recluse. Arbor is 
diagnosed with ADHD, which, due to poor self-management, obstructs him from 
building relationships both at home and at school. The ADHD codes him as a 
trouble-ﾏ;ﾆWヴく Aゲ ﾐ;ヴヴ;デｷ┗W ヮヴﾗｪヴWゲゲｷﾗﾐ IﾗﾐデW┝デ┌;ﾉｷゲWゲ J;ﾏｷWげゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐが ゲﾗ 
the wearing of the hoodie for Jamie is associated with his solitary existence, his 
;Iデｷ┗W ヴWデヴW;デ aヴﾗﾏ ゲﾗIｷWデ┞ デﾗ ;ﾐ ｷﾐデWヴｷﾗヴ ┘ﾗヴﾉSく AヴHﾗヴげゲ ┘W;ヴｷﾐｪ ｷゲ ﾏﾗヴW 
complicated stiﾉﾉく TｴW ｴ;ヴヴﾗ┘ｷﾐｪ ゲIWﾐW ｷﾐ ┘ｴｷIｴ AヴHﾗヴ ゲｷデゲ ﾗ┌デゲｷSW “┘ｷaデ┞げゲ ｴﾗﾏW 
through day and night and rain is an act of guilt and penance, and one that seeks 
aﾗヴｪｷ┗WﾐWゲゲ aヴﾗﾏ “┘ｷaデ┞げゲ ﾏﾗデｴWヴ aﾗヴ ｴｷゲ ;IIﾗ┌ﾐデ;Hｷﾉｷデ┞ ｷﾐ ｴWヴ ゲﾗﾐげゲ SW;デｴく Iデ ｷゲ ; ﾉ;ゲデ 
act of endurance th;デ SWﾏﾗﾐゲデヴ;デWゲ デｴW SWヮデｴ ﾗa Hﾗデｴ デｴW Hﾗ┞ゲげ aヴｷWﾐSゲｴｷヮ ;ﾐS 
AヴHﾗヴげゲ ゲWﾐゲW ﾗa ﾉﾗゲゲく Iデ ｷゲ ;ﾐ ;Iデ デｴ;デ Iﾗﾐ┗W┞ゲ AヴHﾗヴげゲ ;Iﾆﾐﾗ┘ﾉWSｪWﾏWﾐデ ;ﾐS 
acceptance of his own failings. Arbor pulls the hood so far over his head that he is 
hidden from the world (Figs 11 and 12). The wearing of the hoodie for Arbor is 
complicated by narrative and character progression. As with Jamie, it signals a 
retreat for him and an acknowledgement of his abject state, not in a political or 
social sense, but rather an acceptance of his failings. Bataille argued that an 
individual could never be fully abject until accepting the state themselves 
(1934/1999: 8-14). As a scene that animates the lowest point for Arbor, if we 
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;ヮヮヴﾗ;Iｴ デｴW ゲIWﾐW ┘ｷデｴｷﾐ B;デ;ｷﾉﾉWげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐが ｷデ Iﾗﾐaｷｪ┌ヴWゲ Aヴbor as 
abject.  
‘Wデ┌ヴﾐｷﾐｪ デﾗ “デヴWWデげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa Iﾗゲデ┌ﾏW ;ﾐS ｷSWﾐデｷデ┞ aﾗヴﾏ;デｷﾗﾐが ｷデ Iﾗ┌ﾉS HW ;ヴｪ┌WS 
that the examples of Jamie and Arbor here demonstrate character agency and 
identity formation that pushes back against the privileging of the discourse imbued 
in the hoodie. Whilst I argue that the hoodie is utilised here as a device of 
characterisation, caution needs to be applied in a reading of identity formation and 
agency, specifically regarding Arbor. In relation to Nadia in Wonderland, Street 
asserts ｴﾗ┘ N;Sｷ; ;S;ヮデゲ ;ﾐS ﾏﾗSｷaｷWゲ ｴWヴ けH;ヴｪ;ｷﾐ-H;ゲWﾏWﾐデげ IﾉﾗデｴWゲが ;ヴヴ;ﾐｪｷﾐｪ 
them to complement her identity (Street, 2001: 76). As the wider narrative of The 
Selfish Giant Iﾗﾐ┗W┞ゲが AヴHﾗヴげゲ a;ﾏｷﾉ┞ ;ﾐS ｴｷゲ ﾉｷ┗ｷﾐｪ IﾗﾐSｷデｷﾗﾐゲ ;ヴW デｴ;デ ﾗa 
impoverishment, which significantly impacts his facility as a consumer. Indeed, 
Arbor undertakes scrapping work so that he can help his mother pay the bills. While 
デｴW ┘W;ヴｷﾐｪ ﾗa デｴW ｴﾗﾗSｷW ｴWヴW ゲIヴｷヮデゲ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ;ﾐS AヴHﾗヴげゲ ｷﾐデWヴｷﾗヴｷデ┞が デｴW 
hoodie does not wholly constitute agency or identity formation. The hoodie, as 
noted earlier, conveys a broad meaning of the state of abjection, one that includes 
a life of poverty. The narratives of the cycle not only centralise abject figures, but, 
as outlined in the previous chapters, are themselves tales of abjection. As Elseasser 
sketches in his article, narratives of abjection revolve around protagonists being 
ヮヴﾗｪヴWゲゲｷ┗Wﾉ┞ ゲデヴｷヮヮWS ﾗa け;ﾉﾉ ゲ┞ﾏHﾗﾉｷI ゲ┌ヮヮﾗヴデゲ ﾗa ゲWﾉaｴﾗﾗSげ ふElseasser, 2006: 655), a 
narrative trajectory that similarly saturates the Hoodie Horror cycle. The films, 
including The Selfish Giant, are abject tales of abject states that subject the 
protagonists to the most extreme experiences of the human condition; there is no 
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escape from the abject state in the Hoodie Horror. The hoodie as discourse, as 
device of characterisation and narrative, is the visual language of abjection that 
functions on one level as a self-fulfilling prophecy. Tyler argues in her work how 
figures and communities that are subjected to the continual discriminatory practice 
ﾗa HWｷﾐｪ けﾏ;SW ;HﾃWIデげ HWｪｷﾐ デﾗ ﾉｷ┗W ;ﾐS WﾏHﾗS┞ デｴW ;HﾃWIデ ゲデ;デW デｴWﾏゲWﾉ┗Wゲ ふTyler, 
2013: 4-5); there is a transference from figurative form to embodiment of a lived 
condition. The hoodie as costume directs a similar trajectory, in that by inscribing 
the body as abject, it makes the characters eventually realise their full abject 
condition through narrative progression. The concern of Higson over how social 
realist texts narrate a form of fatalism for the lower-class (Higson, 1996) is fully 
realised in the Hoodie Horror. The hoodie then subjugates and directs all narrative 
and characterisation to the spectacle of the symbolism of abjection.  
As outlined earlier, the hoodie scripts the whole gamut of abjection onto the 
characters and into the narratives of the films. While it clothes the protagonists in 
the state of abjection, it can also narrate abjection. This is most obvious in the 
Iｴ;ヴ;IデWヴ ﾗa NﾗWﾉ Cﾉ;ヴﾆWげゲ “;ﾏ ｷﾐ デｴW Hood trilogy, where the hoodie signifies the 
essentialist discourse that swathes the monsters of the cycle. It is clear from the 
two marketing examples (Figs 6 and 7), where Sam is the sole wearer of a hoodie, 
that he is positioned as the abject villain in both films. His centralisation in the 
poster for Adulthood recognises and demonstrates his move to protagonist (but still 
┗ｷﾉﾉ;ｷﾐﾗ┌ゲぶ ;ゲ ┘Wﾉﾉ ;ゲ Cﾉ;ヴﾆWげゲ ;ゲIWﾐSWﾐI┞ ;ゲ ;ﾐ ;Iデﾗヴが ┘ヴｷデWヴ ;ﾐS SｷヴWIデﾗヴ ﾗa Bヴｷデｷゲｴ 
cinema. Throughout both films Sam wears a hoodie. In the opening sequence of 
Kidulthoodが “;ﾏげゲ ｴﾗﾗSｷWが ┘ｴｷIｴ ヮ;ヴ;Sﾗ┝ｷI;ﾉﾉ┞ ﾏ;ﾆWゲ ｴｷﾏ ┗ｷゲｷHﾉW aﾗヴ HWｷﾐｪ デｴW ゲﾗﾉW 
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wearer of such a garment, denotes his violent character. It affords him respect 
through making others fearful of him. So while the hoodie embodies the discourse 
and infuses Sam with the extra-filmic narrative of the Hoodie, within the cinematic 
┘ﾗヴﾉS ┘ｴWﾐ ;ヮヮヴﾗ;IｴWS ;ゲ ; Iﾗﾏヮ;ヴ;デｷ┗W デﾗﾗﾉが デｴW ｴﾗﾗSｷW ｷﾉﾉ┌ﾏｷﾐ;デWゲ “;ﾏげゲ 
identity as experienced by other characters. The hoodie aids in creating character 
narrative. While the abject construction of character remains stable, the character 
narrative as visualised by the hoodie is permeable to change. In Adulthood, Sam 
wears it as Jamie from Heartless does, as a sartorial defence of concealment, on his 
release from prison, to be able to navigate the urban-scape unnoticed. However, in 
Kidulthood, it is his hoodie that makes him recognisable and a target for violent 
attack. Although Sam retains his abject form in both films, the hoodie narrates 
characterisation and character trajectory within the confines of abjection.  
The last example in this chapter is that of Jake from Ill Manors. After passing an 
initial impromptu initiation, Marcel persuades Jake to run with his crew. Marcel 
SWIｷSWゲ J;ﾆWげゲ IﾉﾗデｴWゲ ;ヴW デﾗﾗ Hヴｷｪｴデ aﾗヴ デｴeir activities and takes Jake and the crew 
shopping. The following montage is shot by camera phone and disrupts the 
ontology of the film, similar to scenes analysed further in Harry Brown, when the 
I;ﾏWヴ; ヮｴﾗﾐW aﾗﾗデ;ｪW a┌ゲWゲ ┘ｷデｴ デｴW aｷﾉﾏげゲ aｷIデｷﾗﾐ. The montage encapsulates Jake 
first choosing new clothes, which include a black hoodie, before the crew take him 
to a party where he is introduced to hard drugs, alcohol and sex. As the footage is 
returned to the ontology of the fiction form, Jake, dressed in his new black attire, 
accompanies the gang to a warehouse lock-up where a rival drug runner is tied up. 
Jake, fuelled by his new look, steps up as a gang member and joins in the 
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intimidation and assault of the hostage (Figs 13 and 14). The hoodie aids not only in 
ﾐ;ヴヴ;デｷﾐｪ J;ﾆWげゲ デヴ;ﾐゲｷデｷﾗﾐ aヴﾗﾏ ┘WWS-smoking teenager to crew-member, it also 
marks and functions as a symbolic ensnarement of Jake within the abject form. 
WｴｷﾉW J;ﾆWげゲ ヮWヴaﾗヴﾏ;ﾐIW ﾗa デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ﾏ;ﾐｴﾗﾗS ｷゲ W┝ヮﾉﾗヴWS ﾏﾗヴW a┌ﾉﾉ┞ ｷﾐ 
the following chapter, what is of importance here is how the hoodie symbolically 
supplies an identity for him to try on and perform に an identity which rapidly results 
ｷﾐ J;ﾆWげゲ ﾗ┘ﾐ ﾏ┌ヴSWヴく TｴW ┌ゲW ﾗa デｴW ｴﾗﾗSｷW ｷﾐ J;ﾆWげゲ ﾐ;ヴヴ;デｷ┗W ｷゲ WﾏHﾉWﾏ;デｷI ﾗa デｴW 
ｷゲゲ┌W ﾗa ｴﾗﾗSｷW ;ゲ Iﾗゲデ┌ﾏW ;Iヴﾗゲゲ デｴW I┞IﾉWく WｴｷﾉW デｴW ｴﾗﾗSｷW ｷﾐ J;ﾆWげゲ ;HﾃWIデ 
narrative symbolises agency and negotiation in his identity formation, the mimesis 
ﾗa デｴW ;HﾃWIデ SｷゲIﾗ┌ヴゲW ﾗa デｴW HﾗﾗSｷW ┘ｷデｴｷﾐ J;ﾆWげゲ Iｴ;ヴ;IデWヴ デヴ;ﾃWIデﾗヴ┞ Wﾐｴ;ﾐIWゲ 
デｴW aｷﾉﾏげゲ Iﾉ;ｷﾏ デﾗ ┗Wヴｷゲｷﾏｷﾉｷデ┌SW H┌デ IﾗﾏヮﾉｷI;デWゲ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ デｴW 
aｷﾉﾏげゲ aｷIデｷﾗﾐ ;ﾐS ;┌デｴWﾐデｷIｷデ┞く TｴW ｷゲゲ┌W ┘ｷデｴ デｴW ｴﾗﾗSｷW ｷゲ ﾗ┗Wヴ ｴow the films fuse 
ﾐ;ヴヴ;デｷ┗W デヴ;ﾃWIデﾗヴ┞ ┘ｷデｴ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ┘ｷデｴｷﾐ デｴW ｪ;ヴﾏWﾐデげゲ ゲ┞ﾏHﾗﾉｷゲ;デｷﾗﾐく TｴW 
abject discourse of the underclass underpins not only narrative trajectory, but also 
elements of the mise-en-scène, including the costume. The return of the dramatic 
Sヴｷ┗W ﾗa けヮヴﾗHﾉWﾏ ;ﾐS ゲﾗﾉ┌デｷﾗﾐげ ｷﾐ デｴW ヴW;ﾉｷゲデ デW┝デ Wﾐｪ┌ﾉaゲ Iｴ;ヴ;IデWヴ ｷﾐ ;ﾐ ;HﾃWIデ 
state, resulting in an inevitable fatalism that the protagonists battle to escape. In 
the Hoodie Horror, narrative, characterisation and costume have to oblige the 
privilege of the revolting discourse of the underclass. The horror of abjection in the 





ヲくヴぎ TWﾐSWヴ ﾏ;ゲI┌ﾉｷﾐｷデｷWゲぎ けBﾗ┞ゲ ┘ｷﾉﾉ HW Hﾗ┞ゲげ 
 
Pity the plight of young fellows. 
Regard all their worries and cry. 
ふけPｷデ┞ デｴW Pﾉｷｪｴデげが Ill Manors, Plan B feat. John Cooper Clark) 
And do the dirty work for them 
The kind of work for men 
That are with the darkest pasts 
Not impressionable young children that never had a chance 
Growing up in these manors most are doomed from the start 
Cause the minds of their peers are as ill as their hearts 
ふけPｷデ┞ デｴW Pﾉｷｪｴデげが Ill Manors, Plan B feat. John Cooper Clark) 
Put your head up like a bad man. This is where you want to be 
(Chris, Ill Manors) 
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BWﾐ DヴW┘げゲ ふ;ﾆ;が Pﾉ;ﾐ Bぶ ヲヰヱヲ SｷヴWIデﾗヴｷ;ﾉ SWH┌デ デｴW ヴ;ヮ ﾗヮWヴa, Ill Manors, 
epitomises the urban underclass male experience animated by the Hoodie Horror 
cycle. The film interweaves an ensemble of tandem narratives constructing the 
pervasiveness of abject lives across a localised urban setting in London. The 
multiple protagonists, Aaron, Ed, Jake and Chris, are situated in their own 
impossible narratives of a battle to survive, to exist, narratives that seek to 
illuminate the depth of impoverished lives in Britain of the new millennium. Drug-
use, drug-running, prostitution, human-trafficking, and gang-life, all feature in the 
film, demonstrating that human exploitation is not just a practice for globalisation 
and corporations, and not just a subject of Dickensian Britain. It is a film of the 
unloved and the desperate. The stylised back-stories constructed by montage 
sequences of either flashbacks or homespun cine-film inserts, overlaid with the 
soundtrack of individualised songs, narrate childhoods lost to abuse, drug-use, 
inadequate single-parenting, songs that serve to induce sympathy for the 
Iｴ;ヴ;IデWヴゲげ ヮﾉｷｪｴデゲく DヴW┘ ┗ｷW┘ゲ ｴｷゲ aｷﾉﾏが ; ┗ｷゲ┌;ﾉﾉ┞ ゲデ┞ﾉｷゲWS Iﾗﾐaｷｪ┌ヴ;デｷﾗﾐ ﾗa Bヴｷデ-grit, 
;ゲ ﾗaaWヴｷﾐｪ デｴW けS;ヴﾆ ヴW;ﾉｷデ┞げ ﾗa ﾉｷ┗Wゲ デｴ;デ ゲﾗﾏW ｷﾐ ﾏｷSSﾉW Eﾐｪﾉ;ﾐS Sﾗ ﾐﾗデ HWﾉｷW┗W 
exists (Drew interviewed by Bainbridge, 2012: 27). Bainbridge perceives the film as 
ﾗﾐW けI;ヮデ┌ヴｷﾐｪ ; ﾏﾗﾗS に ﾗa SWゲﾗﾉ;デｷﾗﾐ ;ﾐS ;ﾐ┝ｷWデ┞げ ヴ;デｴWヴ デｴ;ﾐ ; IｷﾐWﾏ;デｷI ヮﾗﾉWﾏｷI 
(Bainbridge, 2012: 27), and a film that seeks to strike a debate on the causes of 
modern-day destitution. If there is a message the film conveys (and it is reasonable 
to assume there are some) it is as a nation, we should be ashamed.  
Iﾉﾉ M;ﾐﾗヴゲげ animation of a young underclass masculinity is typical of the cycle of the 
whole. The male of the Hoodie Horror is pitted against what the films posit as the 
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real horrors of modern Britain, gun crime, gang-life, drug-use and familial 
abandonment. Theses male protagonists navigate and perform the monstrous 
realism of the cycle. These tender masculinities are confronted with events and 
lives that prove their masculinity to be insufficient for what the abject urbanscape 
threatens. The desolate and anxious tone of Ill Manors that Bainbridge identifies is 
the fatalistic abjection that contemporary cultural forms, the British cinematic text 
specifically here, conceptualise the underclass exist within. As this thesis asserts, 
the recent trajectory of British social realism envisages the underclass in 
increasingly revolting narratives and aesthetics, and the Hoodie Horror continues 
this progression. The narratives focus on the young underclass masculinity that is 
both violent and angry, and the confrontational challenges he encounters from the 
socio-economic to complicated communal and homosocial bonds, and how he 
navigates the adult masculinity that he must perform for his survival. The cycle is 
IﾗﾐIWヴﾐWS ﾐﾗデ ﾃ┌ゲデ ┘ｷデｴ ; けゲﾉｷIW ﾗa ﾉｷaWげ ﾗヴ デｴW ﾏWヴW けW┗Wヴ┞S;┞げが H┌デ ┘ｷデｴ W┝ｷゲデWﾐIW 
and survival of the Hoodie Horror male.   
2.4.1: Narratives of crisis  
As outlined in the previous two chapters in this section, for dramatic necessity an 
abject male is required for narratives of abjection, and this chapter argues how the 
Hoodie Horror male is crafted within the broad confines of the abject figure, 
symbolised through the hoodie as garment, and scripted by the overriding 
discourse of the Hoodie and underclass as abject. I suggest then, the films 
necessitate a performance of discourse and abjection by the male protagonists that 
subjugate the protagonists to acts of symbolic violence, a visual measure of the 
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symbolic abject state of the underclass male. Within the narrative bounds there is 
space given for variance in the presentation of abject states. However, the 
elicitation of sympathy and empathy from the audience, coupled with a narrative 
trajectory of capture and escape, ensure a continued entrapment within the 
symbolic abject.    
As this thesis is concerned with elucidating a cycle, this chapter focuses on the 
themes, motifs and concerns that construct the Hoodie Horror male に the 
neoliberal other - across the films. This chapter asserts how the narratives of the 
Hoodie Horror provide the cultural, social, and aesthetic space that constructs the 
underclass masculinity within a punishing urban spectacle of violence, trauma and 
impoverishment that is specific to a national and temporal context. As an onscreen 
body as site through which socio-economic change and nationhood is explored, this 
chapter surveys how symbolic neoliberal citizenship in the films is constructed 
through discourse. While this thesis does position the representations of the 
underclass masculinity within narratives of a gender in crisis model, it does so with 
some qualification. If we were to approach the cycle uncritically, the films would 
appear as reflections of a nation experiencing insecurity and anxiety due to a raging 
urban criminality. Young, underclass males as disempowered and alienated, and 
using violence and illegal activities to reconfigure their identities would be a 
normative coming-of-age ritual. However, while this thesis is not disputing the film 
narratives do indeed follow a crisis model, these are narratives of a cultural 
discursive strategy in articulating how lower-Iﾉ;ゲゲ けHﾗ┞ゲ HWIﾗﾏW ﾏWﾐげ ｷﾐ ﾉ;デW 
modernity, where economic and social transitions have negatively impacted the 
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ﾉ;Hﾗ┌ヴ ﾏ;ヴﾆWデ ;ﾐS デヴ;Sｷデｷﾗﾐ;ﾉ ﾏ;ﾉW ヴﾗﾉWゲく I Sﾗ ﾐﾗデ ;ヴｪ┌W デｴWゲW ;ヴW けヴWaﾉWIデｷﾗﾐゲげ ﾗﾐ 
the everyday urban, or argue for authenticity, despite the form of some films or the 
claim of veracity by writers and directors. It does assert the representations are 
troubled and experience a crisis in identity which is presented as psycho-social 
narratives, and that the male protagonists are contingent on a contemporary 
discursive concern over the lower-class adolescent male, the discourse of Hoodie as 
national abject, and through a cinematic lineage of a gendered body that is utilised 
to explore and express cultural and economic fears. As R.W. Connell articulates, 
けデｴW HﾗS┞ ヴWﾏ;ｷﾐゲ デｴW ゲIヴWWﾐ ﾗﾐ ┘ｴｷIｴ デｴW ┘Wﾉﾉ-launched dramas of power and 
;ﾐ┝ｷWデ┞ ;ヴW ヮヴﾗﾃWIデWSげ ふCﾗﾐﾐWﾉﾉが ヱΓΒΑぎ 82).  
This chapter explores a cultural performance of abjection. I position the male of the 
cycle within a cultural and social reading of gender, but one that requires 
contextualisation against the lineage of representations of masculinity in the social 
realist texts. Approaching the male of the cycle as a cultural and social construction 
;ﾉﾉﾗ┘ゲ aﾗヴ ; ヴW;Sｷﾐｪ ﾗa ｪWﾐSWヴ ;ゲ ゲﾗIｷ;ﾉ ヮヴ;IデｷIW ┘ｴｷIｴ ｷゲ ｷﾐaﾗヴﾏWS H┞ ‘くWく CﾗﾐﾐWﾉﾉげゲ 
conceptualisation of how gender relations are arranged around reproductive 
grouping but respond to historical and social situations within the power structures 
ﾗa ゲﾗIｷWデ┞ ふヲヰヰヵぎ Αヲぶく TｴW ヮ;ヴ;ﾏWデWヴゲ ﾗa デｴW Iｴ;ヮデWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ;ヴW デﾗ ;ヮヮヴﾗ;Iｴ デｴW 
male within his social, communal and domestic spheres and to argue that the 
performance of male underclass abjection reveals a broader range of male 
anxieties, concerns and resentments that articulate anxieties over citizenship that 
circle those of economic, social and political disempowerment. Furthermore, this 
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Iｴ;ヮデWヴ ┘ｷﾉﾉ IﾗﾏﾏWﾐデ ﾗﾐ ｴﾗ┘ デｴW I┞IﾉWげゲ ;ﾐｷﾏ;デｷﾗﾐ ﾗa デｴW ┌ﾐSWヴIﾉ;ゲゲ ﾏ;ﾉW ヴW┗W;ﾉゲ 
an absence and a lack in these masculinities as a condition of late modernity.  
I begin by broadly summarising recent key texts on onscreen masculinity, with an 
obvious focus on the British male. To open the analysis I shall start with a broad and 
constructive platform to the cinematic male, an approach sketched by Pat Kirkham 
and Janet Thumim. The provision of such a precis here is to illuminate the critical 
analytical approaches in conceptualising this gender and how these inform the 
methodology of this thesis. Attention is also granted to scrutinise the idea of a 
けIヴｷゲｷゲ ｷﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞げ H┞ ヮWヴ┌ゲｷﾐｪ a┌ヴデｴWヴ IｷﾐWﾏ;デｷI Wﾐケ┌ｷヴ┞ ;ﾐS ヴWIWﾐデ ゲﾗIｷﾗ-
cultural research.  
 2.4.2: Mad about the boy 
AﾐS ;ﾉﾉ HWI;┌ゲW Iげﾏ ﾏ;S ;Hﾗ┌デ デｴW Hﾗ┞ 
(けMad About the Boyげ, Noel Coward, 1932) 
Kirkham and Thumim open both their edited collections, You Tarzan, Masculinity, 
Movies and Men (Kirkham and Thumim, 1993) and Me Jane: Masculinity, Movies 
and Women (Kirkham and Thumim, 1995), with expedient summarisations of 
certain persistent sites that signal particular traits and themes of masculinity which 
are interrogated in the chapters across both volumes. The broad sites Kirkham and 
Thumim identify are, the body, action, the external world and the internal world 
(Kirkham and Thumim, 1993: 11). The body is concerned with the physical body as 
spectacle, which also can be broadened to comprise actor performance and star 
persona. Action engages with the doing, or acts of men に violence, endurance and 
aggression に the instruction and formation of the body in constructing masculinity 
 112 
(12-16). The external world encompasses the male as a social being, with 
consideration given to patriarchal order and hierarchal status within social and 
cultural mechanisms (18-21). Lastly, the interior world which Kirkham and Thumim 
SWゲIヴｷHW ;ゲ デｴW けW┝ヮWヴｷWﾐIW ;ﾐS ;ヴデｷI┌ﾉ;デｷﾗﾐ ﾗa HWｷﾐｪげ ふヱヲぶ ┘ｴｷIｴ ﾉﾗﾗゲWﾉ┞ デヴ;ﾐゲﾉ;デWゲ 
into the expression of male anxiety (22-26).  
The British onscreen male as a performance of anxiety is a consistent thread in 
ゲIｴﾗﾉ;ヴゲｴｷヮく LWﾗﾐ H┌ﾐデげゲ ┘ﾗヴﾆ ﾗaaWヴゲ ﾗaaWヴゲ ゲ┌Iｴ ; Sｷ;ｪﾐﾗゲｷゲ ｷﾐ ｴｷゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa Bヴｷデｷゲｴ 
ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷﾐ デｴW ヱΓΑヰゲ ふH┌ﾐデが ヱΓΓΒぶく H┌ﾐデげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa デｴW け┌ﾐIWヴデ;ｷﾐ 
ﾏ;ﾉWﾐWゲゲげ ﾗa デｴW SWI;de is that this is the first crisis in masculinity since the end of 
the second world war. This indeterminate male was affected by the decline in 
industrialisation and labour relations, and the ascendency of feminism and the gay 
movement (Hunt, 1998), but a maleness that endeavoured to reassert itself by 
masculinization after a period of what Fintan Walsh would assess to be a period of 
ゲﾗIｷ;ﾉ ;ﾐS WIﾗﾐﾗﾏｷI デヴ;ﾐゲaﾗヴﾏ;デｷﾗﾐ ふW;ﾉゲｴが ヲヰヱヰぎ Γぶく NｷIﾗﾉ; ‘Wｴﾉｷﾐｪげゲ ;ヴデｷIﾉW ﾗﾐ 
male representation in the British hooligan film (Rehling, 2011: 162-72) and Sarah 
GﾗSaヴW┞げゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa “ｴ;ﾐW MW;Sﾗ┘げゲ Twenty-Four Seven (Shane Meadows, 1997) 
(Godfrey, 2013: 846-62) both explore the gender politics of individualism and male 
collectivity as a response to the shifting nature of working-class identities in a post-
ｷﾐS┌ゲデヴｷ;ﾉ ﾐ;デｷﾗﾐく ‘Wｴﾉｷﾐｪげゲ aﾗI┌ゲ ﾗﾐ ｴﾗ┘ ┗ｷﾗﾉWﾐIW ヴWﾏ;ゲI┌ﾉｷﾐｷ┣Wゲ ┘ﾗヴﾆｷﾐｪ-class 
male identities, relocating homosocial bonds to the tribal formation of hooliganism 
┘ｴWヴWが けaﾗﾗデH;ﾉﾉ ┗ｷﾗﾉWﾐIW ｷゲ ヴWヮヴWゲWﾐデWS ;ゲ ;ﾐ W┝Iﾉ┌ゲｷ┗Wﾉ┞ ﾏale preoccupation, one 
デｴ;デ Wﾐ;HﾉWゲ デｴW Wﾐ;IデﾏWﾐデ ﾗa ;ﾐ ┌ﾐSｷﾉ┌デWSが ヮヴｷﾏ;ﾉ ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ふ‘Wｴﾉｷﾐｪが ヲヰヱヱぎ 
ヱヶΒぶく GﾗSaヴW┞ IﾗﾐデW┝デ┌;ﾉｷゲWゲ デｴW Iヴｷゲｷゲ ﾗa デｴW けデヴﾗ┌HﾉWS ┘ｴｷデW ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ふGﾗSaヴW┞が 
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2013: 848) in Twenty-Four Seven ;ゲ ヮ;ヴデ ﾗa MW;Sﾗ┘ゲげ ｪヴﾗ┘ｷﾐｪ ﾗW┌┗ヴWが and within 
the cultural and social changes that have impacted employment and gender 
ヴWﾉ;デｷﾗﾐゲ ふΒヴΓぶく Mﾗﾐﾆげゲ ┘ﾗヴﾆ ﾗﾐ デｴW ヱΓΓヰゲ ┌ﾐSWヴIﾉ;ゲゲ aｷﾉﾏ ふヲヰヰヰ;ぶ ;ﾐS ﾏWﾐ ｷﾐ デｴW 
decade (2000b), also situates the representation of an underclass masculinity as a 
site of anxiety and an effect of the loss of working-class male labour (Monk, 2000a: 
ヲΒヰぶく Mﾗﾐﾆげゲ ┘ﾗヴﾆ ヴWゲﾗﾐ;デWゲ ┘ｷデｴ ‘Wｴﾉｷﾐｪげゲ ﾗﾐ ﾐ;ヴヴ;デｷ┗W ゲデヴ;デWｪｷWゲ デｴ;デ ゲWWﾆ ﾐﾗデ 
only to position male disempowerment as a problem, but also to reverse it, as well 
as positioning films such as Trainspotting and Twin Town ;ゲ けヴW;ゲゲ┌ヴｷﾐｪげ 
representations of an underclass as subculture (279). Monk positions the films and 
the underclass male within the lineage of the social realist text, while 
contextualising the films within the transformed national cultural industries that 
commodified subcultural lives and the underclass in a reinvigorated national and 
political identity, exemplified by Cool Britannia and Brit Art (282-83).  
The male as a site of political and social anxiety is not only the concern of the realist 
デW┝デく Aゲ LｷﾐﾐｷW Bﾉ;ﾆWげゲ ┘ﾗヴﾆ ﾗﾐ デｴW Bヴｷデｷゲｴ ｴﾗヴヴﾗヴ aｷﾉﾏ ｷﾐ デｴW W;ヴﾉ┞ ┞W;ヴゲ ﾗa デｴW 
millennium demonstrates, the changing political and social landscape is reflected in 
representations of the male in horror. In Wounds of a Nation (2008), Linnie Blake 
asserts that the arrival of the New Labour government in the late 1990s, wrought a 
crisis in masculinity models as the hybridised model of gender identity the 
government espoused endangered the traditional roles already under threat from 
the social changes instigated by the Thatcherite project. Blake argues that what was 
emblematic of New Labour was its hybridity. And this extended to the model of 
masculinity that the incoming government conceived and promoted, and that for 
 114 
Blake, Tony Blair himself embodied (Blake, 2008: 155-59). Blake maps out this 
model of masculinity as one that fused traditional male characteristics such as 
;ゲゲWヴデｷ┗WﾐWゲゲ ;ﾐS SWIｷゲｷ┗WﾐWゲゲ ┘ｷデｴ ﾏﾗヴW けﾐW┘ ﾏ;ﾐげ ケ┌;ﾉｷデｷWゲ ゲ┌Iｴ ;ゲ ﾐ┌ヴデ┌ヴｷﾐｪ ｷﾐ 
both familial and social justice capacity (157-ヵΒぶく Wｷデｴ デｴW ﾐ;デｷﾗﾐ ゲデｷﾉﾉ ｷﾐ けデヴ;┌ﾏ;げ 
from the catastrophic social and economic changes that Thatcherism heralded in 
transforming the country from industrialised nation to a service culture, Blake 
argues how British horror cinema in the new millennium are explorations of the 
battles between progressive and traditional models of masculinity.  
2.4.3: Approaching offscreen crisis of masculinity 
TｴWヴW ;ヴWが デｴﾗ┌ｪｴが ｷﾐｴWヴWﾐデ ｷゲゲ┌Wゲ ┘ｷデｴ デｴW Wﾏヮﾉﾗ┞ﾏWﾐデ ﾗa ┘ﾗヴS けIヴｷゲｷゲげ ｷﾐ ヴWﾉ;デｷﾗﾐ 
to the position of masculinity, and it is often used too idiomatically to be 
meaningful. Scholarship on masculinity (Connell, 2005; Beynon, 2002; Nayak and 
Kehily, 2008) warns to be vigilant on the meaning of crisis when applied to gender. 
Lynne Segal views the masculine in crisis as a discursive strategy to preserve 
patriarchal privilege (Segal cited in Beynon, 2002: 91). Connell argues that to speak 
of a masculinity in crisis is misleading as it pre-supposes a coherent and hegemonic 
system already in place. Rather, by locating masculinity as a configuration of a 
social and historical practice within a structure of gender relations, Connell asserts 
how there can be a criゲｷゲ ﾗa ; けｪWﾐSWヴ ﾗヴSWヴげが ﾗヴ ; けデWﾐSWﾐI┞ デﾗ┘;ヴSゲ Iヴｷゲｷゲげが ┘ｴWヴW ｷデ 
is more suitable to approach masculinity in terms of a gender disrupted or 
transformed (Connell, 2005: 84-85). Beynon somewhat agrees by arguing 
generational changes to masculinity initiates the idea of crisis, when in essence it is 
a gender in transformation as it realigns itself in response to changing social and 
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WIﾗﾐﾗﾏｷI SWﾏ;ﾐSゲが SWﾏ;ﾐSゲ BW┞ﾐﾗﾐ I;デWｪﾗヴｷゲWゲ ｷﾐデﾗ ; けﾉﾗゲゲ ﾗa ヴｷｪｴデゲげ ;ﾐS ゲｴｷaデｷﾐｪ 
employment opportunities (Beynon, 2002: 75-97). Mangan, with a focus on the 
instability and mutability of the masculine identity, asserts that crisis is constitutive 
of masculinity,  
Cヴｷゲｷゲ ｷゲ ぐ ; IﾗﾐSｷデｷﾗﾐ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷデゲWﾉaく M;ゲI┌ﾉｷﾐｷデ┞ ｪWﾐSWヴ ｷSWﾐデｷデ┞ ｷゲ 
never stable: its terms are continually being re-defined and re-negotiated 
and gender performance continually being re-staged. Certain themes and 
tropes inevitably reappear with regularity, but each ear experiences itself in 
different ways.  
(Mangan cited in Beynon, 2002: 90)  
Furthermore, Fintan Walsh asserts how the process of crisis is a constitutive 
component of political mechanisms, and social and economic structures. Indeed, 
periods of crisis and trauma are succeeded with remasculinization (Walsh, 2010: 9).  
Hﾗ┘W┗Wヴが BW┞ﾐﾗﾐげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa ┘ヴｷデing (including self-help books, media, 
broadsheets and magazines) and scholarship on masculinity argues of the year 
ヲヰヰヰ HWｷﾐｪ ; ┘;デWヴゲｴWS aﾗヴ ;ﾉWヴデｷﾐｪ W┗Wヴ┞ﾗﾐW デﾗ デｴW けﾏ;ゲI┌ﾉｷﾐW ｷﾐ Iヴｷゲｷゲげ SｷゲIﾗ┌ヴゲW 
ふBW┞ﾐﾗﾐが ヲヰヰヲぎ Αヲぶく Cｷデｷﾐｪ ;ﾐ ;ヴヴ;┞ ﾗa ヮ┌HﾉｷI;デｷﾗﾐゲ ﾗa けHﾗ┞ ｷﾐ Iヴｷゲｷゲげ ﾏ;デWヴｷ;ﾉ デｴ;デ 
aﾗﾉﾉﾗ┘WS Aﾐデｴﾗﾐ┞ Cﾉ;ヴWげゲ On Men (2000), Beynon views the cultural landscape 
proliferated with concerning data on the performance of the contemporary male as 
its gender and thus position within the social being consistently curtailed through 
employment and familial changes (Beynon, 2002: 77). Beynon briefly elaborates by 
arguing how available data on masculinity in Britain during the closing decade of 
the twentieth century displayed boys underperforming at school, young men being 
ヴWゲヮﾗﾐゲｷHﾉW aﾗヴ ﾏﾗゲデ ゲﾗaデ IヴｷﾏW ;ﾐS ﾏWﾐ ふBW┞ﾐﾗﾐげゲ SWﾏ;ヴI;デｷﾗﾐぶ ヴWゲヮﾗﾐゲｷHﾉW aﾗヴ 
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most violent crime; men were four times more likely to commit suicide than 
┘ﾗﾏWﾐが ;ﾐS ﾏWﾐげゲ ｴW;ﾉデｴ ゲ┌aaWヴWS aヴﾗﾏ ﾐWｪ;デｷ┗W ｷﾏヮ;Iデ W;ヴﾉｷWヴ ｷﾐ ﾉｷaW デｴ;ﾐ 
┘ﾗﾏWﾐげゲ ふΑヴ-78). For Beynon, when this data is combined with the rise of feminism 
and the gay movement and the social and economic changes wrought by the shift 
from industrialisation to service industry, Beynon positions the British masculinity 
as negatively impacted across the strata of social and cultural life and become a site 
aﾗヴ ; ┗;ﾐｪ┌;ヴS ﾗa ゲﾗIｷ;ﾉ IﾗﾐIWヴﾐゲ ;ﾐS ┘;ゲ ﾗaデWﾐ けデｴW I;┌ゲW ;ﾐS ゲ┞ﾏヮデﾗﾏ ﾗa ; 
ゲﾗIｷWデ┞ ｷﾐ Iヴｷゲｷゲげ ふΑヴぶく  
N;┞;ﾆ ;ﾐS KWｴｷﾉ┞げゲ ヴWゲW;ヴIｴ Iﾗﾐデｷﾐ┌Wゲ デｴW Iｴ;ﾉﾉWﾐｪW デﾗ デｴW ﾐﾗデｷﾗﾐ ﾗa ; Iヴｷゲｷゲ ｷﾐ 
gender. Critically they ;Iﾆﾐﾗ┘ﾉWSｪW デｴ;デ デｴW けIヴｷゲｷゲ ｷﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ﾏﾗSWﾉ ｷゲ デｴW 
dominant discourse for analysis of the male adolescent but impose four critical 
ケ┌;ﾉｷaｷI;デｷﾗﾐゲ ﾗﾐ デｴW ┌ゲW ﾗa デｴW デWヴﾏが けIヴｷゲｷゲげが IﾗﾐIWヴﾐｷﾐｪ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐが I┌ﾉデ┌ヴ;ﾉ 
differences in gender, the imprecision in application, and lastly the misplaced 
relationship between gender and employment (Nayak and Kehily, 2008: 38-51). 
First, they highlight, as Connell has before, the conceptual contradiction in 
attaching the word, crisis, to a term such as masculinity that is a fluid social 
construct, temporally and culturally informed, rather than a fixed object (48). 
Second, the notion of a crisis in masculinity is a western problem relating to the 
relocation of manufacturing work to developing countries. Therefore, is this a far 
Hヴﾗ;SWヴ IﾗﾐIWヴﾐ ﾗa ; け┘ｴｷデW Iヴｷゲｷゲげい ふヴΒぶく TｴｷヴSが デｴW ;ヮヮﾉｷI;デｷﾗﾐ ﾗa デｴW デWヴﾏ ｷゲ デﾗﾗ 
ﾗaデWﾐ ｷﾐSｷゲデｷﾐIデが ;ﾐS ｷゲ ﾏﾗヴW ;ﾉｷｪﾐWS デﾗ デｴW ヮWヴヮWデ┌;ﾉ けデヴﾗ┌HﾉWゲﾗﾏW ┞ﾗ┌デｴげ ヴｴWデﾗヴｷI 
that is interwoven with moral panics and sub-cultures; rhetoric that is class-bound 
and consistently applied to the lower-class male (49-50). Lastly, the approach to 
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understanding masculinity within the sphere of employment is too narrow, 
ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ; けI┌ﾉデ┌ヴ;ﾉ Sｷゲゲﾗﾐ;ﾐIWげ HWデ┘WWﾐ ヮﾗﾉｷデｷI;ﾉ ;ﾐS ﾏWSｷ; ;ヴデｷI┌ﾉ;デｷﾗﾐゲ ;ﾐS 
tｴW けﾉｷ┗WS W┝ヮWヴｷWﾐIWげ ﾗa ┞ﾗ┌ﾐｪ ﾏWﾐ ふヵヰぶく IﾐSWWSが N;┞;ﾆ ;ﾐS KWｴｷﾉ┞ ;ゲゲWヴデ デｴ;デ デｴW 
Iヴｷゲｷゲ ｷﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷゲ ; ﾏWヴW けﾏ┞デｴ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ふンΒぶ ;ﾐS ﾐﾗ ﾏﾗヴW デｴ;ﾐ ; 
けIﾗﾏヮWﾉﾉｷﾐｪ ﾐ;ヴヴ;デｷ┗Wげ ふンΓぶく F┌ヴデｴWヴﾏﾗヴWが N;┞;ﾆ ;ﾐS KWｴｷﾉ┞ ﾗHゲWヴ┗Wゲ ｷデ ｷゲ ﾗaデWﾐ ; 
narrative applied to lower-class young men for the following reasons (41). First, the 
IﾗﾐIWヮデ ﾗa ┞ﾗ┌デｴ ｷゲ ﾗaデWﾐ ;ゲゲﾗIｷ;デWS ┘ｷデｴ HWｷﾐｪ けﾗ┌デ ﾗa Iﾗﾐデヴﾗﾉげ ;ﾐS デｴヴW;デWﾐｷﾐｪ ;ﾐS 
Wﾏヮﾉﾗ┞WS デﾗ ヴWヮヴWゲWﾐデ け┘ｴ;デ ｷゲ ┘ヴﾗﾐｪげ ┘ｷデｴ ゲﾗIｷWデ┞ ふΑぶく “WIﾗﾐSが ;ゲ “ﾆWｪｪゲ ﾗHゲWヴ┗Wゲが 
けデｴW HﾗS┞ ｷゲ デｴW ﾏﾗゲデ ┌Hｷケ┌ｷデﾗ┌ゲ ゲｷｪﾐｷaｷWヴ ﾗa Iﾉ;ゲゲげ ふ“ﾆWｪｪゲが ヱΓΓΑぎΒヲぶが ;ﾐS デｴW HﾗSｷWゲ 
of lower-class masculinities are often inscribed as disorderly, unruly and disruptive 
(Hebdige, 1979; Cohen, 1997), or as Nayak and Kehily assert, lumpen (Nayak and 
Kehily, 2008: 41).  
N;┞;ﾆ ;ﾐS KWｴｷﾉ┞ ﾗaaWヴ ; IﾗﾐIWヮデ┌;ﾉ ヴWヮﾉ;IWﾏWﾐデ aﾗヴ けIヴｷゲｷゲげ H┞ ヴWヮﾗゲｷデｷﾗﾐｷﾐｪ デｴW 
gender anxiety to a crisis of identity. They accept how labour market transition 
from manual labour to the service industry, from full-time to more casual terms of 
employment as effecting the lower-Iﾉ;ゲゲ ﾏ;ﾉWげゲ デヴ;ﾐゲｷデｷﾗﾐ デﾗ WS┌I;デｷﾗﾐ デﾗ 
Wﾏヮﾉﾗ┞ﾏWﾐデが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ け┞ﾗ┌ﾐｪ ﾏWﾐ ;デデWﾏヮデｷﾐｪ デﾗ ヴW┘ヴｷデW デｴWｷヴ ﾉ;Hﾗ┌ヴ 
Hｷﾗｪヴ;ヮｴｷWゲ ぐ ヮ┌ヴゲ┌ｷﾐｪ ﾏ┌ﾉデｷヮﾉWが aヴ;ｪﾏWﾐデWS ﾗヴ ┌ﾐ;IIﾗﾏヮﾉｷゲｴWS デヴ;ﾐゲｷデｷﾗﾐゲげ ふヴヰ-
41).  
The selected scholarship is chosen for the framework it provides for analysis of 
ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷﾐ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴく Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏげゲ ┘ﾗヴﾆが ;ﾐS N;┞;ﾆ ;ﾐS 
KWｴｷﾉ┞げゲ ヴWゲW;ヴIｴが IヴW;デWゲ ; Hヴﾗ;S ;ﾐS ┘ｷSW ヮﾉ;デaﾗヴﾏ ｷﾐ ┘ｴｷIｴ デﾗ ;ヮヮヴﾗ;Iｴ ﾐﾗデ ﾗﾐﾉ┞ 
a cinematic construction of masculinity, but also the performance of gender, aiding 
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this chapter with its analysis of enacting male abjection. Monk, Rehling and 
GﾗSaヴW┞げゲ ┘ﾗヴﾆ ゲ┌ヮヮﾉｷWゲ ;ﾐ ﾗ┌デﾉｷﾐW ﾗa デｴW IﾗﾐIWヴﾐゲ ﾗa ゲIｴﾗﾉ;ヴゲｴｷヮ ｷﾐ IﾗﾐIWヮデ┌;ﾉｷゲｷﾐｪ 
the onscreen British lower-class male, and the cruciality of perceiving the gender as 
disrupted and distressed within a post-industrial nation and changing labour and 
gender conditions. What is critical here is how British realist texts conceive identity 
formation within the political and social national landscape に the individual and 
society.  
2.4.4: Absence in the neoliberal other 
But, for young people, hoodies are often more defensive than offensive. 
They're a way to stay invisible in the street. 
(David Cameron, 2006) 
The Hoodie Horror continues this avenue of investigation, but with a focus of the 
underclass male as central to, and the effect of, the political project of 
ﾐWﾗﾉｷHWヴ;ﾉｷゲﾏが ┘ｴｷIｴ ヴWゲﾗﾐ;デWゲ ┘ｷデｴ BW┞ﾐﾗﾐげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa I;┌ゲW ;ﾐS ゲ┞ﾏヮデﾗﾏが 
;ﾐS N;┞;ﾆ ;ﾐS KWｴｷﾉ┞げs notion of cultural dissonance. This chapter acknowledges 
the gender crisis model in the narratives, but positions it as one of male identity, 
and how it offers an appropriate platform for the abject discourse of the male 
underclass.   
I begin with a broad brush, with a comparative scrutiny between the body of the 
Hoodie Horror male across the cycle and the celebrated male of the British New 
Wave. Whilst approaching the figure for what it is not may come with its own 
challenges and disadvantages, this aven┌W ;ｷSゲ ｷﾐ ;ヮヮヴWIｷ;デｷﾐｪ デｴW I┞IﾉWげゲ 
masculinity as abject and in perceiving the transition from pleasurable spectacle of 
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working-class representation to abject spectacle of underclass. If we take the 
position that the 1960s was a decade that ushered in a focus on working-class 
representation across cultural platforms, and the body of the lower-class male as a 
site that is inscribed with cultural and social shifts, then we can logically perceive 
the male as a body where performance of class is enacted. The body of the Hoodie 
Horror male then becomes vital to trace a contemporary history of working-class 
;ﾐS ┌ﾐSWヴIﾉ;ゲゲ ヮWヴaﾗヴﾏ;ﾐIWく Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏげゲ ;ヮヮヴ;ｷゲ;ﾉ ﾗa デｴW ﾏ;ﾉW HﾗS┞ 
onscreen discusses its qualities, both naked and adorned, as an erotic spectacle, 
cultural icon and a site inscribed on the surface with masculine characteristics 
(Kirkham and Thumim, 1993: 12-13). While the physical body is approached as 
ゲｷｪﾐｷaｷWヴ ﾗa WﾐS┌ヴ;ﾐIW ;ﾐS ヮﾉW;ゲ┌ヴWが デｴW aﾗI┌ゲ ｷゲ ﾗﾐ けケ┌;ﾉｷデｷWゲ WｷデｴWヴ ;ゲゲWヴデWS ﾗヴ 
assumed in the construction and development of masculine characters, or they may 
HW ゲｷｪﾐｷaｷWヴゲ ﾗa デｴWﾏWゲ ぐ IﾗﾐIWヴﾐWS ┘ｷデｴ ;ﾐ ｷﾐデWヴヴﾗｪ;デｷﾗﾐ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ふKｷヴﾆｴ;ﾏ 
and Thumim, 1993: 11). One aspect omitted is the body as signifier of class. The 
assertion here is how the physical male body in the Hoodie Horror embodies 
┌ﾐSWヴIﾉ;ゲゲ ヴWヮヴWゲWﾐデ;デｷﾗﾐく Iﾐ ｴWヴ Iｴ;ヮデWヴ ﾗﾐ AﾉHWヴデ FｷﾐﾐW┞げゲ ヮWヴaﾗヴﾏ;ﾐIW ｷﾐ 
Saturday Night and Sunday Morning (Karel Reisz, 1966), Christine Geraghty 
ﾗHゲWヴ┗Wゲ ｴﾗ┘ デｴW ﾗヮWﾐｷﾐｪ ゲIWﾐWゲ Wゲデ;HﾉｷゲｴWゲ Aヴデｴ┌ヴ “W;デﾗﾐげs masculinity. Geraghty 
;ヴｪ┌Wゲ ｴﾗ┘ デｴW I;ﾏWヴ; ヮヴｷ┗ｷﾉWｪWゲ “W;デﾗﾐっFｷﾐﾐW┞げゲ HﾗS┞ ｷﾐ デｴW aヴ;ﾏW デｴ;デ 
Iﾗﾐゲデヴ┌Iデゲ ; Hヴ;┘ﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞ ;ゲ ヮﾉW;ゲ┌ヴ;HﾉW ゲヮWIデ;IﾉWが H┌デ ;ﾉゲﾗ デﾗ ;ゲゲWヴデ “W;デﾗﾐげゲ 
sexual prowess and male independence. A certain type of brawn is required for 
manual labour. As the narrative domesticates and desexualises Seaton, so as 
Geraghty argues, his body is closed off by the frame (Geraghty, 1993: 62-72). I 
┘ﾗ┌ﾉS ;ﾉゲﾗ ;SS FｷﾐﾐW┞げゲ ヮｴ┞ゲｷI;ﾉ ヮヴWゲWﾐIW I;ﾐ HW ヴW;S ;ゲ ; ゲｷｪﾐｷaｷWヴ ﾗa ;ﾐ ;ゲゲWヴデｷﾗﾐ 
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of working-cﾉ;ゲゲ ┘ｷデｴｷﾐ デｴW ヮ┌HﾉｷI ;ヴWﾐ;く Aゲ GWヴ;ｪｴデ┞ ﾐﾗデWゲが “W;デﾗﾐげゲ HﾗS┞ ｷゲ 
framed at his work-ヮﾉ;IW けゲﾗ デｴ;デ ｴｷゲ ゲｴﾗ┌ﾉSWヴゲが ┌ヮヮWヴ ;ヴﾏゲ ;ﾐS a;IW ｷﾏヮﾗゲW 
デｴWﾏゲWﾉ┗Wゲ ﾗﾐ デｴW ゲIヴWWﾐげ ふヶンぶが ;ﾐS ﾉ;デWヴ ｷﾐ ; けHﾗﾗ┣ｷﾐｪ-ﾏ;デIｴげ ふヶンぶ ;ﾐS デｴWﾐ ｷﾐ ; 
passionate embrace with his girlaヴｷWﾐSが BヴWﾐS;が ｷﾐ ; ゲｴﾗデ デｴ;デ けｪｷ┗Wゲ ; ┗ｷW┘ ﾗa ｴｷゲ 
けHWWa┞げ ;ヴﾏゲ ;ﾐS ゲｴﾗ┌ﾉSWヴゲげ ふヶヴぶく FｷﾐﾐW┞げゲ HﾗS┞ ｷゲ IWﾐデヴ;ﾉｷゲWS ｷﾐ デｴW aヴ;ﾏW ｴWヴW ;ゲ ; 
aｷﾉﾏｷI ゲデヴ;デWｪ┞ ﾗa け┗ｷゲ┌;ﾉ ヮﾗ┘Wヴげ ふΑヱぶ デﾗ ﾐﾗデ ﾗﾐﾉ┞ デﾗ Wﾐ;Iデ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ 
working-class and manual labour in how employment is a signifier of class, but also 
デﾗ W┝ヮﾉﾗヴW け; ┘ﾗヴﾆｷﾐｪ-Iﾉ;ゲゲ Iﾗﾏﾏ┌ﾐｷデ┞ ;デ デｴW ヮﾗｷﾐデ ﾗa Iｴ;ﾐｪWげ ふヶΑぶく I ┘ﾗ┌ﾉS ;ﾉゲﾗ 
extend this to how the sheer physical presence of actors also aided in asserting 
working-class representation in cultural forms. As with Alan Bates in A Kind of 
Loving (John Schlesinger, 1962) and Richard Harris in This Sporting Life (Lindsay 
AﾐSWヴゲﾗﾐが ヱΓヶンぶが デｴW ;Iデﾗヴゲげ HﾗSｷWゲ ﾐﾗデ ﾗﾐﾉ┞ ﾏ;ヴﾆWS ;ﾐ け;ヴヴｷ┗;ﾉげ ﾗa ┘ｴ;デ Hｷﾉﾉ 
SWゲIヴｷHWゲ ;ゲ けデｴW ﾐW┘ ┘ﾗヴﾆｷﾐｪ-Iﾉ;ゲゲ ぐ ｷSWﾐデｷaｷWS ┘ｷデｴ ;aaﾉ┌ence, consumption and 
ﾉWｷゲ┌ヴWげ ふHｷﾉﾉが ヲヰヰヰ;ぎ ヲヵヱぶが H┌デ ;ﾉゲﾗ ｷﾉﾉ┌ﾏｷﾐ;デWS デｴW ┘ﾗヴﾆｷﾐｪ-class male as 
charismatic, sexualised and pleasurable. As Colls and Dodd have observed, 
representations of the working-Iﾉ;ゲゲ ﾏ;ﾉW ﾗaデWﾐ けIWﾉWHヴ;デWげ デｴW ﾏ;ﾉW HﾗS┞ デｴヴﾗ┌ｪｴ 
spectacularising the body in action either at work or undertaking a sports activity 
(Colls and Dodd, 1985: 24).  
In comparison, the physical presence of the male in the Hoodie Horror illuminates 
the neoliberal other not just as vulnerable and insufficient, but an imperilled and 
subjugated masculinity. It is the physical manifestation of male disempowerment. 
The male protagonists of the cycle perform the abject state. Paradoxically, it is their 
desire for invisibility that makes them visible. Joe in Piggy, Matthew in The 
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Disappeared, Jamie in Heartless, and Tommy in Citadel, all seek to withdraw from 
society as their mental health and fractured familial relationships prohibits 
socialisation and entry into community, or wider social structures. Tommy is 
continually narrated within the domestic and is often framed hiding in his home 
from the hoodies he considers are stalking him and his daughter, Elsa. Jamie 
persistently wears his hoodie when navigating his urban surroundings due to his 
marked face, as mentioned earlierく JﾗWげゲ ┗ﾗｷIWﾗ┗Wヴ ﾐ;ヴヴ;デWゲ JﾗWげゲ ﾉﾗﾐW aｷｪ┌ヴW ｷﾐ デｴW 
frame in his workplace, his home and around the local streets, whilst Harry 
TヴW;S;┘;┞げゲ HﾗSｷﾉ┞ ヮWヴaﾗヴﾏ;ﾐIW ﾗa ;HﾃWIデｷﾗﾐが ｴW;S Sﾗ┘ﾐデ┌ヴﾐWSが ゲｴﾗ┌ﾉSWヴゲ ｷﾐが 
Wﾐ;Iデゲ ｴｷゲ ｪ┌ｷﾉデ ﾗ┗Wヴ ｴｷゲ HヴﾗデｴWヴげゲ Sｷゲ;ヮヮW;ヴ;nce and the fractured relationship with 
his father. All are consistently framed as the loners of the narratives, and their lack 
of physical presence onscreen amplifies the extent of their symbolic abjection, their 
disempowerment and inability to exert agency over their own lives. Even when 
framed in a close-up, the wearing of the hoodie serves to conceal and deny the very 
presence of their bodies from the gaze of the audience (Figs 15 に 18). In Kidulthood 
and Adulthood, Sam in both films and Trife in the first film are regularly framed 
wearing their hoodies. While Sam wears his as a symbol of his machismo in order to 
assert his male authority amongst his peers, the hoodie also serves to secrete his 
criminal activities and to conceal his identity, enabling him to navigate his hostile 
urban seemingly unseen (Figs 19 and 20). In Kidulthood, Trife is framed wearing his 
in a stylised sequence that conveys a moral crossroads for him that necessitates a 
gendered response and action (Fig 21). The overall message here is how the 
physical presence onscreen of the male protagonists of the cycle engenders a 
reading of performance of class. The trajectory from the brute force and 
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spectacularisation of the male in the British New Wave to the neoliberal other of 
the Hoodie Horror, demonstrates the cultural and social relevance of the British 
lower-class within the nation. The sheer physicality of actors such as Albert Finney, 
Alan Bates and Richard Harris convey the desire to centralise working-class stories 
and voices to the cultural landscape of Britain in the 1960s. As John Hill asserts, 
films of this period endeavoured to make visible the working-class to the wider 
population (Hill 1986; 2000a; 2000b), and the physicality of the actors and space 
afforded them on the screen, communicated such visibility. The shrinkage of the 
onscreen presence denoted by the Hoodie Horror male speaks to the broader 
concerns of this thesis in how the cycle is a haunted form. Returning to Mark 
FｷゲｴWヴげゲ Wﾏヮﾉﾗ┞ﾏWﾐデ ﾗa M;ヴデｷﾐ H@ｪｪﾉ┌ﾐSげゲ SｷゲデｷﾐIデｷﾗﾐ ﾗa DWヴヴｷS;げゲ IﾗﾐIWヮデ ﾗa 
ｴ;┌ﾐデﾗﾉﾗｪ┞ HWデ┘WWﾐ デｴW けﾐﾗ ﾉﾗﾐｪWヴげ ;ﾐS デｴW けﾐﾗデ ┞Wデげ ふFｷゲｴWヴが ヲヰヱンぎ ヱΓぶが ┘W I;ﾐ 
position the male of the cycle as a figure haunted by the symbolic lost futures as 
conceived in the film texts from the 1960s. Fisher distinguishes the difference 
HWデ┘WWﾐ デｴWゲW デ┘ﾗ SｷヴWIデｷﾗﾐゲ ﾗa ｴ;┌ﾐデﾗﾉﾗｪ┞ ┘ｷデｴ けﾐﾗ ﾉﾗﾐｪWヴげ ;ゲ ゲﾗﾏWデｴｷﾐｪ デｴ;デ ｴ;ゲ 
ヮ;ゲゲWS H┌デ ヴWﾏ;ｷﾐゲ WaaWIデｷ┗W ;ゲ ; ゲｷｪﾐｷaｷWヴが ;ﾐS デｴW けﾐﾗデ ┞Wデげ ;ゲ ;ﾐ ;ﾐデｷIｷヮ;デｷﾗﾐが H┌デ 
┘ｴｷIｴ ｷゲ ;ﾉヴW;S┞ ｷﾐ WaaWIデ ふFｷゲｴWヴが ヲヰヱンぎ ヱΓぶく Aヴﾃ┌ﾐ Aヮヮ;S┌ヴ;ｷげゲ ┘ﾗヴﾆ ﾗﾐ ヮostcolonial 
BﾗﾏH;┞ ;ﾉゲﾗ Sヴ;┘ゲ ┌ヮﾗﾐ DWヴヴｷS;げゲ ｴ;┌ﾐデﾗﾉﾗｪ┞ ;ゲ ; ﾏWIｴ;ﾐｷゲﾏ デﾗ Iヴｷデｷケ┌W デｴW 
inequality effected by social and economic changes and ethnic violence on Mumbai 
(Appadurai, 2000: 649). Appadurai positions those who have been impoverished by 
deindustヴｷ;ﾉｷゲ;デｷﾗﾐ ;ﾐS ｪﾉﾗH;ﾉ I;ヮｷデ;ﾉｷゲﾏ ;ゲ けゲヮWIデヴ;ﾉ Iｷデｷ┣Wﾐゲげが ; デWヴﾏ デｴ;デ 
WﾐI;ヮゲ┌ﾉ;デWゲ WﾏHﾗSｷWS ゲ┌HﾃWIデｷ┗ｷデｷWゲ ┌ﾐｴﾗﾏWS H┞ M┌ﾏH;ｷげゲ デヴ;ﾐゲｷデｷﾗﾐ デﾗ ｪﾉﾗH;ﾉ 
Iｷデ┞く Aヮヮ;S┌ヴ;ｷ ┌デｷﾉｷゲWゲ デｴW ﾐﾗデｷﾗﾐ ﾗa ゲヮWIデヴ;ﾉｷデ┞ ;ゲ ; ヮ;デｴ デﾗ a;Iｷﾉｷデ;デW けデｴW ゲデW;S┞ 
dematerialization of BﾗﾏH;┞げゲ WIﾗﾐﾗﾏ┞ ;ﾐS デｴW ヴWﾉWﾐデﾉWゲゲ ｴ┞ヮWヴﾏ;デWヴｷ;ﾉｷ┣;デｷﾗﾐ ﾗa 
 123 
ｷデゲ Iｷデｷ┣Wﾐゲげ ふヶンヵぶく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ FｷゲｴWヴげゲ ;ﾐS Aヮヮ;S┌ヴ;ｷげゲ ;ヮヮﾉｷI;デｷﾗﾐ ﾗa DWヴヴｷS;げゲ 
hauntology, we can position the Hoodie Horror male within the conception of 
spectral citizenship, in how the figurative possibilities of the spectral can bear 
witness to the erasure of figures subject to symbolic social, economic and historical 
violence. The figure of the Hoodie Horror male embodies the symbolic violence 
enacted upon the working-class by neoliberal ideology.    
The 1960s as a period in terms of music, fashion, film に a period of cultural and 
social innovation に centralised the working-class not only in representation, but 
also in terms of creative input. Despite the broad generalisation, centralisation of 
the working class provided the appearance of affording agency to the community in 
offering platforms through which to tell their stories, resulting in a seemingly 
democratisation of culture. With this period of innovation and creativity is what 
Berardi would perceive ;ゲ ; けヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ ヮWヴIWヮデｷﾗﾐげ ﾗa ヮヴﾗｪヴWゲゲｷﾗﾐ ふBWヴ;ヴSｷが 
2011: 18-19). With a period of intensified innovation, a persistency of newness as it 
were, so expectations are set for a future of continual invention. Positioning 
representations of class onscreen (even within the narrative concerns of an 
impinging domesticity and consumerism) within this perspective, marked the arrival 
and heralded a future of working-class representation, that when contextualised 
against the creation of prosperity (both economic and cultural), symbolised a future 
working-class affluence. The lack of physicality in the Hoodie Horror as a 
Iﾗﾏヮ;ヴｷゲﾗﾐ ;ｪ;ｷﾐゲデ デｴｷゲ ﾉｷﾐW;ｪWが ヴWヮヴWゲWﾐデゲ ;ﾐ ;HゲWﾐIWが ﾗヴ ｷﾐ FｷゲｴWヴ ;ﾐS H@ｪｪﾉ┌ﾐSげゲ 
デWヴﾏｷﾐﾗﾉﾗｪ┞が ゲﾗﾏWデｴｷﾐｪ デｴ;デ ｷゲ Hﾗデｴ けﾐﾗ ﾉﾗﾐｪWヴげ ;ﾐS けﾐﾗデ ┞Wデげ ;ﾐS ;ﾐ けﾗﾐデﾗﾉﾗｪｷI;ﾉ 
ｷﾐゲWI┌ヴｷデ┞げ ;ゲゲﾗIｷ;デWS ┘ｷデｴ ﾉ;デW ﾏﾗSWヴﾐｷデ┞ ふGｷSSWﾐゲが ヱΓΓヱぶく TｴW ゲｴヴ┌ﾐﾆWﾐ aﾗヴﾏ ﾗa 
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lower-class representation is symbolic of the deleterious impact social and 
economic transformations and abject discourse have impacted on this community. 
In essence, the underclass has been subjected to symbolic violence, an act of 
subjugation of the subject. The future promise of economic and social prosperity 
for the working-class as symbolised in the potent physical presence of the working-
class protagonists of the new wave is absent from the Hoodie Horror male. The 
absence of physicality communicates a future unarrived.  
The intervening years between the British New Wave and the Hoodie Horror cycle 
have witnessed discursive constructions of masculinity that have endeavoured to 
ヴWIﾗﾐaｷｪ┌ヴW ;ﾐS ヴWﾐﾗ┗;デW ﾏ;ゲI┌ﾉｷﾐｷデ┞ デﾗ HW けaｷデ aﾗヴ ヮ┌ヴヮﾗゲWげ aﾗヴ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ﾉｷ┗ｷﾐｪ 
H┌デ ;ﾉゲﾗ デﾗ ヮﾗゲｷデ ┘ｴ;デ ; けヴW;ﾉ ﾏ;ﾐげ ｷゲく ‘ﾗゲ Cﾗ┘;ヴS ;ゲゲWヴデゲが  
Traditional masculinity has been rendered at best absurd and at worst 
something menacing に ; ケ┌;ﾉｷデ┞ デｴ;デ ﾐWWSゲ デﾗ HW デ;┌ｪｴデ ; ﾉWゲゲﾗﾐ ぐ 
masculinity is no longer a position from which to judge others, but a 
puzzling position in its own right. 
(Coward, 1999: 91, 94) 
In his book, Masculinities and culture, Beynon argues there have been four 
discursive threads on masculinities in circulation bridging the 1990s and the new 
millennium, the old man/new man dichotomy; the anti-social male; emasculated 
men and men as victims and aggressors (Beynon, 2002: 120-21), that have resulted 
in a masculinity been considered as a damaging condition, as a problem to be 
solved (139). Furthermore, Beynon asserts a contemporary cultural trajectory of 
formation of masculinity identity, arguing how in the 1980s, masculinity was 
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reconstructed by economic and commercial WﾐSW;┗ﾗ┌ヴゲ デｴ;デ ゲ;ｷS けさｴWﾉﾉﾗざ デﾗ デｴW 
┞┌ヮヮｷW ;ﾐS さｪﾗﾗSH┞Wざ デﾗ デｴW さﾗﾉS ｷﾐS┌ゲデヴｷ;ﾉ ﾏ;ﾐざげ ふΓヶぶが ヮ;┗ｷﾐｪ デｴW aﾗ┌ﾐS;デｷﾗﾐゲ aﾗヴ 
デｴW a┌ヴデｴWヴ IﾗﾏﾏWヴIｷ;ﾉｷゲ;デｷﾗﾐ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷﾐ デｴW ヱΓΓヰゲ ┘ｷデｴ デｴW けﾐW┘ ﾉ;Sげ ;ﾐS 
laddism, so expounded by magazines such as Loaded (96). Masculinity then has 
become unfashionable and unfavourable (77-78), with traditional masculine traits 
;ヴW けﾐﾗ┘ ゲWWﾐ ;ゲ デｴW ゲデｷｪﾏ;デ; ﾗa SW┗ｷ;ﾐIWげ ふCﾉ;ヴWが ヲヰヰヰぎ ヶΒぶく  Wｴｷﾉゲデ ﾏ┌Iｴ 
scholarship on male representation in British cinema focuses on the political, social 
;ﾐS WIﾗﾐﾗﾏｷI IﾗﾐSｷデｷﾗﾐゲ aﾗヴ ﾏ;ゲI┌ﾉｷﾐW Iﾗﾐゲデヴ┌Iデｷﾗﾐゲ ふ┘ｷデｴ Mﾗﾐﾆげゲ ┘ﾗヴﾆ ふヲヰヰヰ;ぶ ﾗﾐ 
the underclass film of the 1990s as an exception), this thesis expands the remit to 
the discursive constructions. The reasoning being, the Hoodie as a discourse of 
abjection has a history within such discursive formations. Beynon talks of the anti-
ゲﾗIｷ;ﾉ ﾏ;ﾉW ふBW┞ﾐﾗﾐが ヲヰヰヲぎ ヱヲヰぶが “デ;ﾐﾉW┞ CﾗｴWﾐげゲ ゲWﾏｷﾐ;ﾉ ┘ﾗヴﾆ ﾗﾐ ﾏﾗヴ;ﾉ ヮ;ﾐｷIゲ 
investigates how societal power mechanisms demonise certain groups and 
communities に mods, rockers as examples に as a means to determine and 
marginalise said groups in order to maintain prevailing power structures (Cohen, 
ヱΓΑヲぶが ;ﾐS Jﾗﾐ “;┗;ｪWげゲ ┘ﾗヴﾆ ﾗﾐ デｴW IヴW;デｷﾗﾐ ﾗa デｴW デWWﾐ;ｪWヴ W┝ヮﾉﾗヴWゲ ｴﾗ┘ デWWﾐ;ｪW 
delinquency and style were combined to in a media driven creation of a deviant 
identity  at the turn of the twentieth century with such gangs as the Peaky Blinders, 
the Bowry Boys, the Forty Row and the High Rip (Savage, 2008: 43). Such discursive 
constructions of an anti-social masculinity are not new, and it is critical to situate 
the Hoodie within a legacy in order to appropriately acknowledge the function of 
discourse in this abject onscreen identity.  
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The contrasting presence of the neoliberal other in the Hoodie Horror, notable for 
his very invisibility through the wearing of the hoodie and his delicate physical 
presence, aids in illuminating the marginalised position of the underclass in Britain 
in the 2000s. As a community, as configured through the national abject figure of 
the Hoodie here, the process of social abjection seeks to expel the class to the 
margins of the social proper. The performance here in the cycle of the abject is 
initially presented via the shrunken onscreen presence afforded to the male 
protagonists. Where Walsh asserts periods of crisis result in a remasculinisation of 
デｴW ﾏ;ﾉW ふW;ﾉゲｴが ヲヰヱヰぎ Γぶが ;ゲ SWﾏﾗﾐゲデヴ;デWS ｷﾐ H┌ﾐデげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa Bヴｷデｷゲｴ ﾏ;ゲI┌ﾉｷﾐｷデ┞ 
of the 1970s (Hunt, 1998), so the demasculinization of the male of the Hoodie 
Horror by a contraction in his presence, marks a response to a period of celebration 
of working-class values. As scholars such as Monk (2000a; 2000b), Smith (2002) and 
Dave (2006) have observed, 1990s witnessed the recentralisation of the working-
class representation in the British cultural landscape. Cool Britannia, Brit-Art, Oasis, 
Blur, such films as Lock Stock and Two Smoking Barrels, Trainspotting and the 
resurgence of Ray Winstone and Paul Weller, all contributed to the renaissance of a 
pleasurable working-class representation, specifically male, resulting in a retro 
swaggering masculinity that explicitly recalled the 1960s male (Monk, 2000a, 
2000b; Smith, 2002; Dave, 2006). As Bev Skeggs argues, working-class 
representations on occasions can produce a value, that reconfigures the class from 
pathological to a site for consumption (Skeggs, 2004: 98). Criminality is one such 
occupation and Skeggs views films such as Lock, Stock and Two Smoking Barrels as 
ヮヴﾗ┗ｷSｷﾐｪ ; ゲ┞ﾏHﾗﾉｷI けゲｴﾗヴぷｷﾐｪへ ┌ヮげ ﾗa ; ﾏｷSSﾉW-class superior masculinity (105). As 
Skeggs writes, けデｴW ｴ;ヴSﾐWゲゲ ﾗa ┘ｴｷデW ┘ﾗヴﾆｷﾐｪ-Iﾉ;ゲゲ ﾏWﾐぐ;ヴW ﾏ;ヴﾆWデ;HﾉWが ﾗaaWヴWS 
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;ゲ ;ﾐ W┝ヮWヴｷWﾐIW ぐ ﾗaaWヴWS aﾗヴ ﾗデｴWヴゲ デﾗ Iﾗﾐゲ┌ﾏW ふヱヰヵぶく Cヴｷﾏｷﾐ;ﾉｷデ┞ ;ﾐS ┗ｷﾗﾉWﾐIW 
are re-evaluated and deemed glamorous and desirable, rather than anti-social and 
a social problem (99). The Hoodie is a symbolic response to such pleasurable 
excessive spectacles, and a mechanism to restrain agency of the lower-classes. To 
follow Skeggs rationale, criminality and violence are returned to the realms of social 
problem. Through the process of social abjection, the working-class are expelled 
from the cultural landscape. The return of anti-social behaviour to the discourse of 
social problem, is animated in the Hoodie Horror as activities that mark the rituals 
of adolescence to manhood in the cycle.  
As outlined previously, the figure of the male in the Hoodie Horror is a site through 
which concerns over citizenship in neoliberal Britain is explored by its association 
with the discourse of the Hoodie. But as this thesis situates this male within the 
legac┞ ﾗa デｴW ゲﾗIｷ;ﾉ ヴW;ﾉｷゲデ デW┝デ ｷﾐ ｷデゲ ┗;ヴｷﾗ┌ゲ ｪ┌ｷゲWゲ ｷデ ｷゲ ;ﾉゲﾗ デｴW ゲｷデWが ;ゲ Iげ┗W ヮﾗゲｷデWSが 
on which anxieties over social and economic shifts are inscribed. Lastly, as a cultural 
construct, the male is also subject to discursive formations of masculinity. The 
Hoodie Horror male then is subject to cultural, social and economic discourses that 
ゲ┌Hﾃ┌ｪ;デW ｷデ ;ゲ デｴW けﾗデｴWヴげく TｴW ｷﾐデWヴゲWIデｷﾗﾐ ﾗa SｷゲIﾗ┌ヴゲW ;ﾐS ﾗデｴWヴｷﾐｪ Iﾗﾐゲデヴ┌Iデ ; 
ﾐ;ヴヴ;デｷ┗W デｴ;デ ゲ┌HﾃWIデゲ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ﾏ;ﾉW デﾗ ヴｷデ┌;ﾉゲ デﾗ けヮヴﾗ┗Wげが ;ﾐS デｴ;デ デWゲデ 
his masculinity, a subjugation that enacts a further symbolic violence on underclass 
masculinity, and that present the protagonists with a narrative of monstrous 
realism. The focus on class discourse of masculinity in the cycle results in a further 
absence, that of female representation. Whilst the ensemble narratives of both 
Kidulthood and Adulthood, apportion screen time to female stories of Alisha, Becky 
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and Lexi, the overall narrative arc に and thus protagonist privilege に is placed with 
the male characters. An overview of the cycle results in a receding female presence, 
relegated to motherly walk-ons or sexualised territory procured by men. The Hood 
trilogy and Ill Manors, despite screen time, are particularly misogynistic. In 
Kidulthood, Jay, Trife and Mﾗﾗﾐ┞ けﾗ┗Wヴヴ┌ﾐげ “;ﾏげゲ HWSヴﾗﾗﾏ ┘ｴWﾐ “;ﾏ ｷゲ ;HゲWﾐデが ; 
ゲヮ;IW デｴ;デ ｷゲ ヮWヴIWｷ┗WS ;ゲ “;ﾏげゲ ﾏ;ﾐﾗヴ ;ﾐS デWヴヴｷデﾗヴ┞く “;ﾏげゲ ｪｷヴﾉaヴｷWﾐS Clare is 
ヮヴWゲWﾐデが ;ﾐS J;┞げゲ ﾗHﾃWIデｷaｷI;デｷﾗﾐ ﾗa her delineates her as part of ｴWヴ Hﾗ┞aヴｷWﾐSげゲ 
デWヴヴｷデﾗヴ┞く J;┞げゲ ;S┗;ﾐIWゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ Wngaging Clare in sex, becomes an act of 
property violation, an act of symbolic theft against Sam. This conceptualisation of 
women as merchandise is fully realised in Brotherhood, where nude and semi-
ﾐ;ﾆWS ┘ﾗﾏWﾐ ;ヴW ﾗHﾃWIデｷaｷWS ｷﾐ けSWﾉｷHWヴ;デWﾉ┞ IﾗﾏヮﾗゲWS aヴ;mes as just so much eye-
catching furniture or sad-W┞WS ﾉｷ┗WゲデﾗIﾆげ ふBヴ;┞が ヲヰヱヶぶく “┌Iｴ ┘;ﾐｷﾐｪ ;ﾐS デﾗ┝ｷI 
representations of women illuminate a further absence in the male protagonists. 
Despite sexualised encounters in the Hood films, the Hoodie Horror male is 
strangely desexualised, especially when compared to the virile men of the 1960s 
British realist texts discussed earlier. Sex is a commodity employed as something to 
exchange within the local power structures. The prevailing discourse of the 
underclass in the cycle denies a male sexual potency in favour of constructing the 
underclass male body as vulnerable, enabling symbolic acts of violence.  
The trials task him with a performance of masculinity as a symbolic transition from 
boy to man. As Linda McDowell observes, a critical process for young men in 
デヴ;ﾐゲｷデｷﾗﾐｷﾐｪ aヴﾗﾏ IｴｷﾉSｴﾗﾗS デﾗ ;S┌ﾉデｴﾗﾗS ｷゲ けﾉW;ヴﾐｷﾐｪ ｴﾗ┘ デﾗ HW ; ﾏ;ﾐげ ふMIDﾗ┘Wﾉﾉが 
2003: 10) and lower-class masculinities are often constructed through 
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representations of violence (15). Much of these trials resonate with the political 
and media dialogue of the Hoodies, disrupting the fiction of the films with mimesis. 
While Higson analyses authenticity in the realism of the British New Wave to be 
established through setting, naturalistic camera-work and regional actors (Higson, 
1996), authenticity and realism in the Hoodie Horror is partly created by mimesis of 
discourse of the Hoodie. The trials also confront the Hoodie Horror male with a 
local social order, which this thesis posits as a reconfiguration of a patriarchy within 
;ﾐ ┌ﾐSWヴIﾉ;ゲゲ ヮﾗ┘Wヴ ゲデヴ┌Iデ┌ヴW ;ﾐS ; ﾉﾗI;ﾉ Hﾉ;Iﾆ WIﾗﾐﾗﾏ┞く Aゲ CﾗﾐﾐWﾉﾉ ;ゲゲWヴデゲが けデｴWヴW 
;ヴW SｷaaWヴWﾐデ ┘;┞ゲ ﾗa Wﾐ;Iデｷﾐｪ ﾏ;ﾐｴﾗﾗSが SｷaaWヴWﾐデ ┘;┞ゲ ﾗa ﾉW;ヴﾐｷﾐｪ デﾗ HW ; ﾏ;ﾐ ぐ 
SｷaaWヴWﾐデ ┘;┞ゲ ﾗa ┌ゲｷﾐｪ ; ﾏ;ﾉW HﾗS┞げ ふCﾗﾐﾐWﾉﾉ, 2005: 10) and to embrace knowledge 
ﾗa Iﾗﾐゲデヴ┌Iデｷﾗﾐゲ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞ け┘W ﾏ┌ゲデ ;ﾉゲﾗ ヴWIﾗｪﾐｷゲW デｴW relations [original 
emphasis] between the different kinds of masculinity: relations of alliance, 
Sﾗﾏｷﾐ;ﾐIW ;ﾐS ゲ┌HﾗヴSｷﾐ;デｷﾗﾐ ぐ デｴWヴW ｷゲ ; ｪWﾐSWヴ ヮﾗﾉｷデｷIゲ ┘ｷデｴｷﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞げ 
(Connell, 1995: ンΑぶく CﾗﾐﾐWﾉﾉげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa デｴW ヮﾗ┘Wヴ ヴWﾉ;デｷﾗﾐゲ ;デ ヮﾉ;┞ ｷﾐ デｴW 
construction of male identities resonates with the Hoodie Horror, as the male 
protagonists are imperilled by a confrontation with an underclass hierarchal 
patriarchy. It also reverberaデWゲ ┘ｷデｴ Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏげゲ I;デWｪﾗヴｷゲ;デｷﾗﾐ ﾗa 
performing the male onscreen in that the Hoodie Horror narrative can be 
approached by utilising their categories of action, the external and internal world 





2.4.5: Rituals. Homosocial bonds. Trauma. Effect. Citizenship.  
These are the tears of a wanna-be thug 
Crying tears as thick as blood cause his elders set him up 
Tﾗ デ;ﾆW デｴW a;ﾉﾉ ;ﾐS ﾐﾗ┘ ｴWげゲ ゲデ┌Iﾆ ┘ｷデｴ ﾐﾗ ┘;┞ ﾗa ｪWデデｷﾐｪ ﾗ┌デ 
C;┌ゲW W┗Wﾐ ｷa デｴWヴW ┘;ゲ ; ┘;┞が ｴWげS ゲデｷﾉﾉ ┘;ﾐデ デﾗ ┗Wﾐデ デｴｷゲ ;ﾐｪWヴ ﾗ┌デげ 
(Pity the Plight, Ill Manors, Plan B) 
TｴW┞ ;ｷﾐげデ ﾏWﾐく TｴW┞げヴW ﾃ┌ゲデ ﾆｷSゲく WW ;ﾉﾉ ;ヴWく Tｴ;デげゲ ┘ｴ┞ ┞ﾗ┌げヴW ヮｷIﾆｷﾐｪ ﾗﾐ 
us. 
(Leanne, Summer Scars, 2007) 
The impossible narratives of the cycle necessitate the adolescent protagonists to 
respond as if men. The requisite to be a man is thrusted upon them as their entry 
into the wider social structures that exist beyond education and the domestic 
sphere is fraught with actions and moral decisions that test their manhood, trials 
that impact their homosocial and communal bonds as well as imperilling their own 
existence. This ritual of transition to maturity, through a configuration of the test of 
male endurance as a psycho-social experience, constructs the central narrative arc 
of the films. The discursive strategies of masculinity and class that coalesce in the 
films present the boundaries of symbolic citizenship in neoliberal Britain in the new 
millennium.  
The centralisation of the male protagonists, even in the ensemble narratives of 
Kidulthood, Adulthood and Ill Manors, continue the male-centric films that both Hill 
and Monk consider characterised British cinema in the 1990s (Hill, 2000b; Monk, 
ヲヰヰヰ;ぶき aｷﾉﾏゲ デｴ;デ ;ﾐｷﾏ;デWが けSヴ;ﾏ;デｷI IﾗﾐaﾉｷIデゲ a;IWS H┞ ┘ﾗヴﾆｷﾐｪ-Iﾉ;ゲゲ ﾏWﾐげ ふHｷﾉﾉが 
 131 
2000b: 179). Except here in the Hoodie Horror, the male is coded as underclass. But 
unlike films of the 1990s that framed a correlation between dysfunctional 
masculinity as a consequence of rising unemployment, shifting familial roles and 
the waning of traditional industries (Hill, 2000b: 178), the Hoodie Horror films 
suggest a decoupling of these male melodramas from such traditional economic 
conditions. The films follow loosely a neoliberal ideology of individualism where the 
reconfiguring of governmental responsibility to individual accountability in that 
your social, economic and cultural status is a result of an individual actions. In the 
cycle as a whole, the underclass are not the victims of unforgiving economic and 
social conditions within the cinematic world. Rather the films suggest the Hoodie 
Horror male is the result, the end product, the creation of what comes after the 
economic and social changes the social realist text has traced since the 1960s. The 
┌ﾐSWヴIﾉ;ゲゲ ｷゲ デｴW Iﾗﾏﾏ┌ﾐｷデ┞ デｴ;デ ｴ;ゲ HWWﾐ けﾉWaデ HWｴｷﾐSげく TｴW けﾐW┘げ WIﾗﾐﾗﾏｷI ;ﾐS 
social conditions he encounters is the black economy; an economy reconfigured by 
the underclass to be a local financial and employment structure for those who have 
been marginalised and abjected by the social, economic and political shifts that 
have transformed the nation. It is a response to being marginalised. The narratives 
are informed by the media reports and political rhetoric that position the 
underclass adolescent as violent and threatening, forming a discourse of violent 
underclass adolescent as normative as demonstrated by the Hoodie as national 
abject. The events and characters of the films interweave then discourse with 
fiction, displaying a diminishing role for creativity in construction of plot6, whilst 
suggesting that authenticity, so fundamental to realism, is served here by mimesis.  
                                                             
6 The problematic fusion of mimesis and fiction is explored further in the section, Monsters.  
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The obscuring of mimesis, realism and authenticity is highlighted by David 
C;ﾏWヴﾗﾐげゲ ﾐﾗ┘ ｷﾐa;ﾏﾗ┌ゲ ヲヰヰヶ H┌ｪ-a-hoodie speech. Speaking at the Centre for 
Social Justice, Cameron presents strategies for tackling youth delinquency and 
criminality in a vision of apparent communitarianism. To illuminate his ideas, he 
aligns the discursive narrative of Kidulthood with youth crime in the new 
ﾏｷﾉﾉWﾐﾐｷ┌ﾏ ゲデ;デｷﾐｪが けデｴW Iｴ;ヴ;IデWヴゲ ;ヴW ゲｷﾏヮﾉ┞ children in circumstances none of us 
┘ﾗ┌ﾉS ┘;ﾐデ デﾗ ｪヴﾗ┘ ┌ヮ ｷﾐげ ふC;ﾏWヴﾗﾐが ヲヰヰヶぶく TｴW IﾗﾐIWヮデ┌;ﾉ ;ゲゲﾗIｷ;デｷﾗﾐ HWデ┘WWﾐ 
fiction and tackling youth crime emphasises two critical issues. First, the argument 
made by Nayak and Kehily, that discursive constructions of lower-class masculinity 
involve inscribing the identities as threatening, disruptive and violent. Second, how 
authentic representation in Kidulthood, and by default the wider cycle, resonates as 
mimesis of discursive strategies of class and masculinity.  
In Kidulthood, Trife is confronted with a moral choice of two futures: two sets of 
values. Either to follow a familial future by accepting a relationship with Alisa and 
being a father to their child, or entering the criminal world as offered by his Uncle 
Curtis. The strategy of constructing the opening sequence through montage 
stylistically dramatizes and amplifies pressures teenagers experience, from sexual 
encounters, bullying and peer pressure. Within this sequence, Trife is framed in 
close head shots, using school facilities, and his skill, in shaving a gun barrel, which 
┘W ﾉ;デWヴ aｷﾐS ﾗ┌デ ｷゲ aﾗヴ ｴｷゲ UﾐIﾉW C┌ヴデｷゲく WｴｷﾉW デｴW ゲIｴﾗﾗﾉ ゲWデデｷﾐｪ ;ﾐS TヴｷaWげゲ H┌ﾉﾉ┞ｷﾐｪ 
H┞ “;ﾏ ゲデｷaﾉWゲ ;ﾐ┞ ゲ┌ｪｪWゲデｷﾗﾐ ﾗa TヴｷaWげゲ Iヴｷﾏｷﾐ;ﾉ ｷﾐデWﾐデｷﾗﾐゲが ﾐ;ヴヴ;デｷ┗W SW┗WﾉﾗヮﾏWﾐデゲ 
further pヴWゲゲ┌ヴｷゲW TヴｷaW ｷﾐデﾗ ;IIWヮデｷﾐｪ ｴｷゲ UﾐIﾉW C┌ヴデｷゲげゲ ﾗaaWヴ デﾗ ┘ﾗヴﾆ aﾗヴ ｴｷﾏく B┌デ 
as is archetypal of the cycle, the film presents the male protagonist as naïve as to 
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the reality of gang life and what is expected of him and frames the ritual of 
realisation in close-┌ヮゲく C┌ヴデｷゲ SWﾏ;ﾐSゲ TヴｷaW けデW;Iｴげ AﾐSヴW;ゲが ; Sヴ┌ｪ ヴ┌ﾐﾐWヴ aﾗヴ 
Curtis, a lesson by carving a C on his face. The camera frames Trife in head shots as 
ｴW ;Iケ┌ｷWゲIWゲ デﾗ デｴW ﾗヴSWヴ ;ﾐS ゲIﾗヴWゲ AﾐSヴW;ゲげ a;IWく Oﾐ IﾗﾏヮﾉWデｷﾗﾐ TヴｷaW aﾉWWゲ ;ﾐS 
is framed outside visｷHﾉ┞ デヴ;┌ﾏ;デｷゲWSく TｴW Iﾉ;┌ゲデヴﾗヮｴﾗHｷI aヴ;ﾏｷﾐｪ IWﾐデヴ;ﾉｷゲWゲ TヴｷaWげゲ 
experience (Figs 22 and 23) of this ritual of masculinity that compels him to enter 
manhood by a shift from naivety to realisation. The physical anguish Trife displays 
drains the frame of any pleasure in the spectacle and is not a sign of a weak 
manhood. Rather, it is a masculinity who acknowledges the immorality in the action 
and feels remorse for his actions. Kirkham and Thumin observe one important 
element for the presentation of the male bﾗS┞ ﾗﾐゲIヴWWﾐ ｷゲ けデｴW ヮヴﾗIWゲゲ ﾗa forming 
[original emphasis] a body that will function effectively, to which audience 
;デデWﾐデｷﾗﾐ ｷゲ ｷﾐ┗ｷデWSげ ふKｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾐが ヱΓΓンぎ ヱヵぶく Iﾐ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴが デｴW 
male body is not spectacularised for onscreen competition or sporting prowess. It is 
one crafted to be subjected to violence. Attention is given to the male body to 
highlight an ill-ヮヴWヮ;ヴWSﾐWゲゲが ;ﾐ ｷﾏﾏ;デ┌ヴｷデ┞ デｴ;デ Wﾏヮｴ;ゲｷゲWゲ デｴWゲW けﾏWﾐげ ;ヴW ゲデｷﾉﾉ 
boys, and ill-equipped for socialisation into the wider underclass community. The 
following sequence, stylised in music video-style editing, follows a lone Trife on the 
backstreets of the west end of London, agonizing over his actions (Figs 24 and 25). 
FｷﾐSｷﾐｪ ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾐげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW ﾗﾐゲIヴWWﾐ ﾏale body 
(Kirkham and Thumin, 1993: 12-15), Nayak and Kehily (2008: 38-51) and Skeggs 
(1997: 82), the male body here embodies the physical experience of being inscribed 
with a class discourse. The explicit visual unease of Trife signals a frisson with the 
discursive strategies that continually conceptualise the underclass male as violent 
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and threatening. This is not the pleasurable spectacle of swaggering masculinities 
that have come to epitomise the cultural lower-class male of the 1990s. Rather, this 
is an embodiment of anguish that signify a remorseful acceptance of entry into 
manhood and desire to return to a life before, now closed to the male protagonists 
as a result of their criminal actions. The emotional response of Trife positions him 
as victim, rather than perpetrator.  
It is also a filmic strategy that widens the abject discourse that inscribes the 
Iｴ;ヴ;IデWヴゲ ┘ｷデｴ ;ﾐ けﾗデｴWヴｷﾐｪげ SｷゲIﾗ┌ヴゲWく TｴW ┗ｷゲ┌;ﾉ デ;IデｷIゲ ﾗa ヮﾉ;Iｷﾐｪ デｴW I;ﾏWヴ; 
close to the protagonists during this transition to adulthood invites not only 
empathy but also provokes debate as to the validity of the discourse of the Hoodie, 
and to consider contextualising how youths come to undertake acts of criminality. 
However, while such visuals suggest a potentially progressive reading, it also acts as 
a consensus of the discourse that posits the problematic underclass as an 
intergenerational condition, an area I will return to further on in the chapter.   
Ill Manors ;ﾉゲﾗ Wﾏヮﾉﾗ┞ゲ ; ゲｷﾏｷﾉ;ヴ ┗ｷゲ┌;ﾉ ゲデヴ;デWｪ┞ ┘ｴWﾐ J;ﾆW ﾆｷﾉﾉゲ KｷヴH┞ ;ﾐS Cｴヴｷゲげゲ 
half-sister. I analyse the circumstances of J;ﾆW ﾃﾗｷﾐｷﾐｪ M;ヴIWﾉげゲ ｪ;ﾐｪ ｷﾐ けﾏonstrous 
gWﾗｪヴ;ヮｴｷWゲげが ゲﾗ ｴWヴW I IﾗﾐIWﾐデヴ;デW ﾗﾐ J;ﾆWげゲ ﾆｷﾉﾉｷﾐｪ ﾗa KｷヴH┞ ;ゲ ヴWゲ┌ﾉデ ﾗa M;ヴIWﾉげゲ 
manipulation. The non-linear narrative of the film allows the shooting to be 
performed twice. Iﾐ デｴW aｷヴゲデが デｴW ;┌SｷWﾐIW W┝ヮWヴｷWﾐIW デｴW ゲｴﾗﾗデｷﾐｪ ┘ｷデｴ KｷヴH┞げゲ 
ゲデﾗヴ┞き デｴW ゲWIﾗﾐSが デｴW ﾗﾐW I aﾗI┌ゲ ﾗﾐ ｴWヴWが ｷゲ W┝ヮWヴｷWﾐIWS aヴﾗﾏ J;ﾆWげゲ WﾏHﾗSｷWS 
enactment. The creative style in the temporal structure and visual form, then, 
invites potential contestation to the discourse of the Hoodie, as with Kidulthood. As 
J;ﾆW WﾐデWヴゲ KｷヴH┞げゲ ｴﾗ┌ゲWが デｴW I;ﾏWヴ; ｷゲ ヮﾉ;IWS HWﾉﾗ┘ J;ﾆWげゲ a;IW ｷﾐ ; ﾉﾗ┘-angled 
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shot. TｴW ゲﾆｷデデｷゲｴ ﾏﾗ┗WﾏWﾐデ ﾗa デｴW I;ﾏWヴ; I;ヮデ┌ヴWゲ J;ﾆWげゲ ｷﾐW┝ヮWヴｷWﾐIW ;ﾐS aW;ヴく 
Aimlessly shooting into his surroundings, we can hear Jake breathing and shouting 
sorry to his victims (Figs 26 and 27ぶく TｴW aｷﾉﾏげゲ IWﾐデヴ;ﾉｷゲ;デｷﾗﾐ ﾗa J;ﾆWげゲ WﾏHﾗSｷWS 
experience here individualises the adolescent criminal, a stylistic strategy that as 
with Trife, disrupts the homogenising effect of discourse and seeks to solicit a 
broader understanding to the external pressures that underclass young males are 
confronted with in their passage to adulthood. Paradoxically, the camera 
placement denies the visualisation of the victims of the shooting, but by focusing on 
Jake elicits a sympathy for him, enabling a reading of Jake as victim. 
TｴW I┌ﾉデ┌ヴ;ﾉ I┌ヴヴWﾐI┞ ;ﾐS ヴWゲﾗﾐ;ﾐIW ﾗa ゲ┌Iｴ け┘;ﾐﾐ;HW-デｴ┌ｪげ ﾐ;ヴヴ;デｷ┗Wゲ ;ゲ 
epitomised by the Hood films is demonstrated with the 2011 parody, Anuvahood 
(Adam Deacon and Daniel Toland, 2011) and more opaquely with Brewis in Attack 
the Block. Adam Deacon, who played Jay in both Kidulthood and Adulthood, wrote 
and directed Anuvahood in an attempt to move away from the urban film form, and 
┘ヴｷデW ; IﾗﾏWS┞ ﾗﾐ けデｴW ﾆｷﾐS ﾗa ヮﾉ;IW I IﾗﾏW aヴﾗﾏげ ふAﾐﾗﾐが ヲヰヱヱHぶく EIｴﾗｷﾐｪ NﾗWﾉ 
Cﾉ;ヴﾆWげゲ ゲWﾐデｷﾏWﾐデゲ ﾗﾐ Kidulthood, Deacon says of the context to Anuvahoodが けデｴｷゲ 
ｷゲ LﾗﾐSﾗﾐ I┌ﾉデ┌ヴW ﾐﾗ┘く Iデろゲ ﾐﾗデ Hﾉ;Iﾆ ﾗヴ ┘ｴｷデWが ┞ﾗ┌ﾐｪ ﾗヴ ﾗﾉSく LﾗﾐSﾗﾐ ｷゲ LﾗﾐSﾗﾐげ 
(Anon, 2011b). The narrative of the main character Kenneth, who wants to be 
known by his gangster name Kay, is an explicit parody of the Hoodie character, as 
the openinｪ ゲIWﾐW ┌ﾐSWヴﾉｷﾐWゲく TｴW aｷﾉﾏげゲ ﾗヮWﾐｷﾐｪ ヴWI;ﾉﾉゲ デｴW ｷﾐｷデｷ;ﾉ ゲIWﾐW ｷﾐ Harry 
Brown, and knowingly draws upon imagery, themes and motifs readily associated 
with urban Hoodie narratives. Kay wearing the obligatory hood and is smoking 
weed with gang members whilst discussing attacking a rival. Intimate camera work, 
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the dark setting, and the use of urban language, point towards an apparent urban 
film form, with its associative thematic focus of violence. With Kay confronting his 
けヴｷ┗;ﾉげが デｴW デﾗﾐW ﾉｷｪｴデWﾐゲ ;ゲ ┘ｷデｴ one punch Kay is knocked to the ground and his 
gang start laughing at him. Now on the ground, the image of Kay as a threatening 
Iヴｷﾏｷﾐ;ﾉ ｷゲ ケ┌ｷIﾆﾉ┞ SｷゲヮWﾉﾉWSが ;Iデｷ┗;デｷﾐｪ デｴW aｷﾉﾏげゲ ヮ;ヴﾗSｷI aﾗヴﾏく WｴｷﾉW ; ゲｷﾏヮﾉW 
reading would suggest a mere parody of the Hoodie, it would be just as appropriate 
to approach the film as highlighting the distance between discourse and the 
actuality. Anuvahood is a reminder that discourses such as the Hoodie as national 
abject are political and media strategies that fetishize and conflate imagery for their 
political and economic reasons, and that such discourses are not an accurate or 
even truthful reflection on urban living.  
While Anuvahood seeks to reveal the fabrication that epitomises the discourse of 
the Hoodie through parody, Brewis of Attack the Block is a more intricate and 
nuanced characterisation of identities known colloquially as, wanksta, wigger and 
wannabe. Wanksta is a wannabe gangsta (gangster); wigger is a white person 
strongly identifying with black culture, and wannabe is someone performing 
another identity as a means to disidentify with their own culture (Kitwana, 2005: 
ヱヱンぶく Kｷデ┘;ﾐ;げゲ ;ヴｪ┌ﾏWﾐデ ｷゲ ｷﾐ ｷSWﾐデｷa┞ｷﾐｪ ┘ｷデｴ ｴｷヮ-hop culture, white people are 
identifying with a sub-cultural and political resistance against oppression (Kitwana, 
2005: 111-ンンぶく BヴW┘ｷゲげゲ Iｴ;ヴ;IデWヴ ｷゲ デｴW IｷﾐWﾏ;デｷI ;Iﾆﾐﾗ┘ﾉWSｪWﾏWﾐデ ﾗa デｴW I┌ﾉデ┌ヴ;ﾉ 
shift of the 1990s, where hip-hop culture, historically the domain of urban black 
communities in northeastern United States, transitioned into mainstream culture 
ヮ;ヴデﾉ┞ S┌W デﾗ デｴW IﾗﾏﾏWヴIｷ;ﾉｷゲ;デｷﾗﾐ ﾗa ヴ;ヮ ﾏ┌ゲｷI ;ゲ ; ｪﾉﾗH;ﾉ ヮヴﾗS┌Iデ ふ┝ｷｷぶく TｴW aｷﾉﾏげゲ 
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introduction to Brewis is a comedic scene that amplifies through parody the 
appropriation of hip-hop culture by white middle-class adolescents. Parody is 
constructed through the music, editing and framing, all of which converge to mock 
such white appropriation, but also suggests how contemporary identities such as 
the Hoodie are not formed through violence, but are rather more complex 
constructions of identification through music. As Moses and the gang carry the 
;ﾉｷWﾐ デｴW┞げ┗W ﾆｷﾉﾉWS デﾗ Hｷ-H;デ┣げゲ aﾉ;デが デｴW aｷﾉﾏ ｷﾐデヴﾗS┌IWゲ BヴW┘ｷゲ H┞ aWデｷゲｴｷ┣ｷﾐｪ ｴｷﾏ 
┗ｷゲ┌;ﾉﾉ┞ ;ｪ;ｷﾐゲデ ; ゲﾗ┌ﾐSゲI;ヮW ﾗa け“ﾗ┌ﾐS ﾗa S; PﾗﾉｷIWげ H┞ K‘“ OﾐWく LｷゲデWﾐｷﾐｪ デﾗ デｴW 
track on his headphones, Brewis moves as if he is rapping. When his phone rings, 
his middle-class accent and his promise to his father to return the car Brewis has 
Hﾗヴヴﾗ┘WS aヴﾗﾏ ｴｷﾏが ﾏﾗIﾆゲ ｴｷゲ け┘;ﾐﾐ;HWげ ｷSWﾐデｷaｷI;デｷﾗﾐ H┞ ﾗヮWﾐｷﾐｪ ; ｪ;ヮ HWデ┘WWﾐ 
surface and reality. This is further parodied when the gang surrounds him as they 
┘;ｷデ aﾗヴ デｴW ﾉｷaデ ;ﾐS BヴW┘ｷゲ ;ﾐﾐﾗ┌ﾐIWゲ ｷﾐ ┌ヴH;ﾐ ゲヮW;ﾆ デｴW ﾉｷaデ ｴ;ゲ けHWWﾐ Wﾐﾗ┌ｪｴ 
デｷﾏWげく WｴｷﾉW デｴW ﾐ;ヴヴ;デｷ┗W ｷゲ aﾗヴｪｷ┗ｷﾐｪ ﾗa BヴW┘ｷゲげ ヮヴWデWﾐデｷﾗﾐゲが ┘ｴWﾐ ｴｷゲ ｷﾐデWﾉﾉWIデ ;ﾐS 
education (a masculine identity more readily associated with middle-class men 
(McDowell, 2003: 15)) helps Moses overcome the aliens, this initial comparison 
between him and the gang emphasises not just a white but, more critically, a 
classed inauthenticity of the appropriation of hip-hop culture. While the overriding 
discourse of the Hoodie constructs an identity founded in acts of violence and 
criminality, Brewis highlights, as with Jay from Anuvahood, identity is a more 
nuanced composition and is associated with broader cultural artefacts such as 
music and fashion. What Brewis demonstrates is the hoodie is more than a signifier 
ﾗa SｷゲIﾗ┌ヴゲWく BヴW┘ｷゲ ﾏ;┞ ┘Wﾉﾉ HW ; ┘ｷｪｪ;が H┌デ ｴｷゲ Iｴ;ヴ;IデWヴげゲ a┌ﾐIデｷﾗﾐ ｷゲ デﾗ ヴWﾏｷﾐS 
the audience the hoodie has a more nuanced connotation and can be read as a 
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fashion and cultural statement of symbolic resistance beyond that of an essentialist 
discourse of criminality.    
2.4.6: The underclass as intergenerational condition 
As mentioned elsewhere, Tyler argues an element of the process of social abjection 
of the underclass is imagining the community as a race, rather than a class. This 
;ﾉﾉﾗ┘ゲ IﾗﾐSｷデｷﾗﾐゲ デｴ;デ ;ヴW ヮﾗゲｷデWS ;ゲ けIｴ;ヴ;IデWヴｷゲデｷIゲげ ふ;ﾐ ｷゲゲ┌W ｷﾐ ｷデゲ ﾗ┘ﾐ ヴｷｪｴデぶ ﾗa 
the underclass to be perceived as a condition, hereditary and even a disease (Tyler, 
2013: 188). The discursive strategy animates states such as worklessness, 
impoverishment and dysfunctionality not only as intergenerational conditions, but 
;ゲ ｷﾐｴWヴｷデWS ゲデ;デWゲく Wｴｷﾉゲデ ゲ┌Iｴ ヴ;Iｷ;ﾉｷ┣ｷﾐｪ ﾗa Iﾉ;ゲゲ ｷゲ ﾏﾗゲデ W┝ヮﾉｷIｷデ ｷﾐ AヴHﾗヴげゲ 
condition of ADHD, films in the cycle animate these conditions of the underclass に 
violent, impoverished, dysfunctional に ;ゲ ヮヴﾗHﾉWﾏゲ けデヴ;ﾐゲﾏｷデデWS Sﾗ┘ﾐ デｴヴﾗ┌ｪｴ 
ｪWﾐWヴ;デｷﾗﾐゲげ ふPｴｷﾉﾉｷヮゲが ヲヰヱヱぶ ;ゲ ┘Wﾉﾉ ;ゲ ｷﾐデWヴｪWﾐWヴ;デｷﾗﾐ;ﾉ ｷゲゲ┌Wゲく “┌Iｴ SｷゲIﾗ┌ヴゲWゲ 
ﾐﾗヴﾏ;ﾉｷゲW けIﾗﾐSｷデｷﾗﾐゲげ ﾗa デｴW ┌ﾐSWヴIﾉ;ゲゲ ;ﾐSが ┘ｴWﾐ Sヴ;ﾏ;デｷ┣WSが decouple political 
accountability from social and class conflict (Tyler, 2013, 147). In the Hoodie Horror, 
デｴWゲW SｷゲIﾗ┌ヴゲWゲ ﾏWゲｴ ┘ｷデｴ デｴW ゲﾗIｷ;ﾉ ヴW;ﾉｷゲデ aﾗヴﾏげゲ デｴWﾏ;デｷI ﾗHゲWゲゲｷﾗﾐ ┘ｷデｴ 
S;ﾏ;ｪｷﾐｪ ヮ;ヴWﾐデｷﾐｪく TｴW I┞IﾉWげゲ Iﾉ;ｷﾏ ﾗﾐ ヴW;ﾉｷゲﾏが a┌ゲｷﾐｪ ゲﾗIｷ;ﾉ ｷゲゲ┌Wゲ with style, 
further authenticate the underclass as an intergenerational condition.  
The initial relationship between Trife and his uncle, as explored above, utilises the 
discursive construction of the underclass male as a violent criminal, and positions it 
within a familial relationship of paternal instruction and allegiance. In Attack the 
Blockが MﾗゲWゲ ｷゲ Iｴ;ヴ;IデWヴｷゲWS H┞ け┞;ヴSゲデｷIﾆぷゲへ ﾗa Sﾗﾏｷﾐ;ﾐデ ﾏ;ゲI┌ﾉｷﾐｷデ┞げ ふKｷヴﾆｴ;ﾏ わ 
Thumim, 1993: 18), strength and assertiveness. In the final third of the film, the 
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audience and Sam are privileged with a brief glimpse of the interior of the flat he 
calls home. The contradictory images of a cartoon designed duvet set and empty 
take-away containers assimilate social concerns into a comedy-horror, illuminating 
Moses as not only less than an adult in terms of age, but also as an adolescent 
within the domestic home, the latter of which emblematises the fractured familial 
structure of absentee parenting. In The Selfish Giantが “┘ｷaデ┞げゲ a;デｴWヴが けPヴｷIW Dヴﾗヮげ 
“┘ｷaデ┞が ｷゲ IﾗSWS ;ゲ デｴW ゲﾗ┌ヴIW ﾗa デｴW a;ﾏｷﾉ┞げゲ ｷﾏヮﾗ┗WヴｷゲｴWS ゲデ;デWが ﾐﾗデ デｴW IﾗﾐデW┝デ┌;ﾉ 
waning of industry, which is relegated to a backdrop presence. Price drop is a 
ｪ;ﾏHﾉWヴ ;ﾐS ; Sヴ┌ﾐﾆが aヴｷデデWヴｷﾐｪ デｴW a;ﾏｷﾉ┞げゲ ﾏﾗﾐW┞ ﾗﾐ ｴｷゲ ゲocial habits. When the 
a;ﾏｷﾉ┞ ﾐWWS ﾏﾗﾐW┞が PヴｷIW Dヴﾗヮ ┘ｷﾉﾉ ゲWﾉﾉ a┌ヴﾐｷデ┌ヴW aヴﾗﾏ デｴWｷヴ ﾗ┘ﾐ ｴﾗﾏWく PヴｷIW Dヴﾗヮげゲ 
financial dealings are notorious around the local estate. When Swifty and Arbor 
begin scrapping, and push an empty old pram around, a local lad scoffs at Swifty by 
ゲ;┞ｷﾐｪが けWｴWヴWげゲ デｴW H;H┞い Oヴ SｷS ┞ﾗ┌ S;S ゲWﾉﾉ ｷデいぁげ  
Masculine identity as an effect of damaging parenting is overtly realised in Ill 
Manors, while sub-plots of earlier family lives, illuminated through a stylised 
framing, editing and shiftｷﾐｪ デｴW aｷﾉﾏげゲ ﾗﾐデﾗﾉﾗｪ┞が Wﾉ┌IｷS;デW ヮヴWゲWﾐデ S;┞ ;HﾃWIデ 
existences. There is a fleeting shot in Ill Manors ﾗa J;ﾆWげゲ ｴﾗﾏWく Aゲ J;ﾆW ヴｷSWゲ ﾗaa ｷﾐ 
the car with Chris, unaware that Chris is intending to execute him, there is a 
デヴ;ﾐゲｷデﾗヴ┞ ゲｴﾗデ ﾗa ﾗﾐW ﾗa J;ﾆWげゲ ヮ;rents asleep in a chair, through a gap made by the 
half-drawn curtains. The momentary focus granted to the home here is 
representative of the marginalisation of the home and domestic sphere in the cycle, 
(with the exception of the haunted housing estate narratives for obvious reasons), 
but also of how the domestic is a site of loss, conflict and neglect (themes explored 
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ﾏﾗヴW a┌ﾉﾉ┞ ｷﾐ けM;ﾐﾗヴゲげぶく OﾐW ﾗa デｴW ゲ┌HデW┝デゲ ﾗa Ill Manors is how the fractured 
relationships between parents and their children negatively impact the future lives 
に what is yet to be に of the offspring; an archetypal motif of the British realist text. 
TｴW ﾗヮWﾐｷﾐｪ ｷﾏ;ｪW ﾗa デｴｷゲ ゲWIデｷﾗﾐ けMWﾐげ ｷゲ ﾗa Cｴヴｷゲ ;ゲ ｴW ゲｴﾗﾗデゲ J;ﾆWく TｴW ﾏﾗヴヮｴｷﾐｪ 
ﾗa デｴW ﾗﾉSWヴ Cｴヴｷゲ ┘ｷデｴ ｴｷゲ ┞ﾗ┌ﾐｪ ゲWﾉa ｷゲ デｴW aｷﾉﾏげゲ ┗ｷゲ┌;l stylisation of this subtext, a 
visual petition for empathy and compassion and to look beyond the discourse of 
SWﾏﾗﾐｷゲWS ┞ﾗ┌デｴ デﾗ ┌ﾐSWヴゲデ;ﾐS デｴW ┞ﾗ┌デｴ けヮヴﾗHﾉWﾏげ ﾐﾗデ ;ゲ ; I;┌ゲWが H┌デ ;ゲ ;ﾐ 
WaaWIデく Cｴヴｷゲが ;ゲ Pﾉ;ﾐ B ゲｷﾐｪゲ ｷﾐ デｴW ゲﾗ┌ﾐSデヴ;Iﾆげゲ けDヴ┌ｪ SW;ﾉWヴげが ｪヴew up in a single-
parent household with his mother, a drug addict. When his mum died from an 
overdose, Chris spent his time with Kirby, the local drug dealer who peddled drugs 
デﾗ Cｴヴｷゲげ ﾏ┌ﾏく TｴW aｷﾉﾏ ゲWWﾆゲ ﾐﾗデ デﾗ ┘ｴﾗﾉﾉ┞ W┝I┌ゲW Cｴヴｷゲげゲ ;S┌ﾉデ Iヴｷﾏｷﾐ;ﾉｷデ┞が H┌t 
rather requests the spectator to look beyond the headlines.  
2.4.7: Pressurised homosocial bonds 
As Kirkham and Thumim argue, a significant element in any analysis of masculinity 
ﾗﾐゲIヴWWﾐ ｷゲ デﾗ IﾗﾐゲｷSWヴ デｴW ﾏ;ﾉWげゲ ヮﾗ┘Wヴ ┘ｷデｴｷﾐ ; ┘ｷSWヴ IﾗﾐデW┝デ ﾗa ゲデ;デ┌ゲ ;ﾐS 
ｴｷWヴ;ヴIｴ┞ aﾗヴ けヮ;デヴｷ;ヴIｴ;ﾉ ﾗヴSWヴ Iﾗﾐデｷﾐ┌;ﾉﾉ┞ ;デデWﾏヮデゲ デﾗ SWaｷﾐW ヮﾗ┘Wヴ ;ﾐS 
masculinity as practic;ﾉﾉ┞ ゲ┞ﾐﾗﾐ┞ﾏﾗ┌ゲげ ふKｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏが ヱΓΓンぎ ヱΒぶく Aゲ I 
outlined previously, the Hoodie Horror male is exploited by a symbolic oppressive 
underclass patriarchy that has reasserted itself within the margins of society that 
the wider underclass exists within. This resurgence of such an assertive underclass 
patriarchy onscreen is one that operates within a local black economy and 
ヴWゲﾗﾐ;デWゲ ┘ｷデｴ Mﾗﾐﾆげゲ ;ゲゲWゲゲﾏWﾐデ ﾗa デｴW ﾏ;ゲI┌ﾉｷﾐW S┞ﾐ;ﾏｷI ｷﾐ デｴW ｪ;ﾐｪゲデWヴ aｷﾉﾏゲ 
of the 1960s and 1970s (Monk, 1999: 173) in that the c┞IﾉWげゲ ｴｷWヴ;ヴIｴ┞ ｷゲ ｷﾐｴWヴWﾐデﾉ┞ 
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homosocial, violent and demonstrates a disdain for women. The exploitation the 
I┞IﾉWげゲ ﾏ;ﾉW ｷゲ W┝ヮﾗゲWS デﾗが a┌ﾐIデｷﾗﾐ ;ゲ ; Sﾗ┌HﾉW SｷゲWﾏヮﾗ┘WヴﾏWﾐデが ;ゲ ｴW aｷﾐSゲ 
himself subjugated to a local patriarchal hierarchy that leads to imperilment and/or 
death.  
Central to both Kidulthoodげゲ TヴｷaW ;ﾐS J;ﾆW aヴﾗﾏ Ill Manors individual narratives is 
ｴﾗ┘ Hﾗデｴ ;ヴW ﾏ;ﾐｷヮ┌ﾉ;デWS aﾗヴ ﾗデｴWヴゲげ ｪ;ｷﾐ ;ﾐS ﾏ;ｷﾐデWﾐ;ﾐIW ﾗa ゲデ;デ┌ゲく J;ﾆW ｷゲ 
exploited by Marcel, enabling Marcel to seek revenge on local drug dealer, Kirby, in 
ヴWデ;ﾉｷ;デｷﾗﾐ aﾗヴ KｷヴH┞げゲ ｴ┌ﾏｷﾉｷ;デｷﾗﾐ ﾗa M;ヴIWﾉく J;ﾆWが ﾐﾗデ ﾆﾐﾗ┘ｷﾐｪ ┘ｴﾗ KｷヴH┞ ｷゲ ﾗヴ ｴﾗ┘ 
the wider local drug economy operates, undertakes the killing naïve to the wider 
ｷﾏヮﾉｷI;デｷﾗﾐゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ J;ﾆWげゲ SW;デｴく C┌ヴデｷゲ ﾏ;ﾐｷヮ┌ﾉ;デWゲ TヴｷaWげゲ ﾏ;ﾐ┌;ﾉ skills he 
ｴ;ゲ ﾉW;ヴﾐデ ;デ ゲIｴﾗﾗﾉ ;ﾐS TヴｷaWげゲ ;IIWゲゲ デﾗ ゲIｴﾗﾗﾉ a;IｷﾉｷデｷWゲ aﾗヴ ｪ┌ﾐ ﾏﾗSWﾉﾉｷﾐｪく E┗Wﾐ 
Jamie in Heartless, within the mythical urban created from his own psychosis, is 
misused by Papa B に aka, the Devil に and the Weapons Man, to work on behalf of 
けW┗ｷﾉげ ;ﾐS IヴW;デW Iｴ;ﾗゲ H┞ ﾆｷﾉﾉｷﾐｪく TｴW ヮヴｷIW ﾗa P;ヮ; B デヴ;ﾐゲaﾗヴﾏｷﾐｪ J;ﾏｷWげゲ ヮｴ┞ゲｷI;ﾉ 
appearance is for Jamie to kill and place a heart on the steps of a local church by 
midnight. Intricately woven within these exploitative tests of manhood are the 
consequences, other than individual jeopardy, in how the exploitative patriarchal 
power structures exert pressure on the homosocial bonds of the male protagonists. 
Aゲ ┘ｷデｴ ‘Wﾐデﾗﾐげゲ ;Iデｷﾗﾐゲ ｷﾐ デｴW Iﾉﾗゲｷﾐｪ ゲWケ┌WﾐIW ﾗa Trainspotting, where individual 
survival supersedes homosocial allegiance, so in the Hoodie Horror, individualism is 
pitted against male communal bonds and where survival is complicated by moral 
dilemmas.   
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An ongoing concern of the social realist text and of the underclass films of the 
1990s, is how onscreen class identity is partly formulated in relation to what Hill 
SWゲIヴｷHWゲ ;ゲ ; けゲWﾐゲW ﾗa I┌ﾉデ┌ヴW ;ﾐS Iﾗﾏﾏ┌ﾐｷデ┞げ ふHｷﾉﾉが ヲヰヰヰ;ぎ ヲヵヱぶく WｴｷﾉW デｴW 
trajectory of the social realist text traces the decline of the working-class life in 
relation to identity and community, films of the 1990s such as Brassed Off and The 
Full Monty ;ヴW ﾐﾗデｷIW;HﾉW aﾗヴ ; ﾐﾗゲデ;ﾉｪｷI ヴWデ┌ヴﾐ デﾗ デｴW けヮﾗ┘Wヴa┌ﾉ Wﾏﾗデｷﾗﾐ;ﾉ HﾗﾐSゲげ 
of homosocial communities (Monk, 2000a: 280), whilst texts such as Trainspotting 
and Lock, Stock and Two Smoking Barrels, reconfigured homosocial bonds to a 
pleasurable sub-cultural framework (Monk, 2000a: 278). British horror films in the 
new millennium are also concerned with masculinity identity, male emotions and 
homosocial bonds; Dog Soldiers, Reign of Fire and Kill List are some such examples. 
The Hoodie Horror cycle continues these concerns but repositions such male bonds 
to within ongoing school and gang relationships. The test to these homosocial 
relationships is one of allegiance, but also the wider context of a masculine 
morality. The wider context of the local underclass patriarchy is the bearing it 
imprints on the individual protagonists, where the external and internal 
frameworks as outlined by Kirkham and Thumim (1993) collide, creating a male 
anxiety. Masculinity in Hoodie Horror is one associated with trauma and effect. 
While its physical manifestation in performance, as explored previously, is one 
marked by absence, masculinity representation is one that suffers loss and absence. 
Two archetypal examples that I will focus on initially are Arbor and Shifty in The 
Selfish Giant, and Aaron and Ed in Ill Manorsが ;ﾐS ｴﾗ┘ Hﾗデｴ aｷﾉﾏゲげ aﾗヴﾏ ;ｷS ｷﾐ 
constructing masculine allegiance in the cycle.  
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A;ヴﾗﾐ ;ﾐS ESげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ ｷゲ Iﾗﾐゲデヴ┌IデWS ;ゲ HﾗﾐS aﾗヴﾏWS ﾗﾐ デｴW ゲｴ;red childhood 
experience on growing up in a care home. The film visually narrates the backstory 
to their friendship through stylised cine-film footage of both as young boys in care. 
As with the employment of the mobile camera-work in the film, the cine-footage 
here disrupts the ontology of the fictional construct of Ill Manors, to enhance the 
け;┌デｴWﾐデｷIｷデ┞げ ;ﾐS けヴW;ﾉｷゲﾏげ ﾗa デｴW aｷﾉﾏが H┞ ヮヴWゲWﾐデｷﾐｪ A;ヴﾗﾐ ;ﾐS ESげゲ aヴｷWﾐSゲｴｷヮ 
through the form of intimate home footage. Now working together as local drug 
dealers, the narrative seeks to test their friendship through a moral dilemma. 
Throughout the film, Aaron is presented as an individual experiencing an existential 
predicament. The film opens with Aaron watching interviewed reactions to the 
2011 London riots, with one woman blaming irresponsible parenting. Continued 
close framing of Aaron in head shots constructs this existential dilemma by 
visualising Aaron in moments of contemplation. As narrative unfolds, the film 
W┝ヮﾉ;ｷﾐゲ A;ヴﾗﾐげゲ SｷﾉWﾏﾏ; ｷゲ ヮ;ヴデﾉ┞ S┌W デﾗ ｴｷゲ ﾏother wishing to initiate contact 
with him, a storyline which feeds into the wider concern of the relationship 
between childhood experiences and adulthood choices. A tension builds in Aaron 
;ﾐS ESげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ ;ゲ A;ヴﾗﾐ HWIﾗﾏWゲ ﾏﾗヴW ┌ﾐIﾗﾏaﾗヴデ;HﾉW ┘ｷデｴ ESげs misogyny 
and exploitative actions, events which are explored in more depth in the chapter, 
けmonstrous geographiesげく Iデ ｷゲ IﾉW;ヴ ESげゲ ﾏ;ﾉW ｷSWﾐデｷデ┞ ｷゲ ﾏﾗヴW ゲ┌ｷデWS デﾗ デｴｷゲ Hヴ┌デ;ﾉ 
ヮ;デヴｷ;ヴIｴ;ﾉ W┝ｷゲデWﾐIWく B┌デ ｷデ ｷゲ A;ヴﾗﾐげゲ ;Iデｷﾗﾐゲ ﾗ┗Wヴ K;デ┞;げゲ H;H┞ デｴ;デ ヮヴﾗ┗ｷde not 
only the closing narrative arc, but also deliver redemptive possibilities for both as 
デｴWｷヴ aヴｷWﾐSゲｴｷヮ W┝ヮWヴｷWﾐIWゲ ; ﾏﾗヴ;ﾉ ケ┌Wゲデｷﾗﾐｷﾐｪく Oﾐ aｷﾐSｷﾐｪ K;デ┞;げゲ H;H┞ ﾗﾐ デｴW 
train, Aaron wishes to reunite child with mother, unaware of the circumstances of 
the abandonment. Ed convinces Aaron the unfeasibility of this idea and instead 
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sells the baby to the local pub landlord as his wife is unable to conceive. Aaron 
initially accepts this decision, but on meeting Katya and intermingled with thoughts 
of his own ヴW┌ﾐｷﾗﾐ ┘ｷデｴ ｴｷゲ ﾏﾗデｴWヴが ;ゲゲWﾐデゲ デﾗ デｴW ｷﾏﾏﾗヴ;ﾉｷデ┞ ﾗa ESげゲ IｴｷﾉS 
trafficking, and seeks to reverse the situation. In an extraordinary plot 
SW┗WﾉﾗヮﾏWﾐデが デｴW ヮ┌H ┘ｴWヴW K;デ┞;げゲ IｴｷﾉS ｷゲ I;デIｴWゲ aｷヴW ┘ｷデｴ デｴW H;H┞ WﾐS;ﾐｪWヴWS 
in an upstairs bedroom. Ed, in an WﾉW┗Wﾐデｴ ｴﾗ┌ヴ ﾏﾗヴ;ﾉ Wヮｷヮｴ;ﾐ┞が ゲ;┗Wゲ K;デ┞;げゲ H;H┞ 
only to lose his own life falling from the pub roof.  
The fundamental organising logic of the film, which constructs the monstrous 
realism within a threatening and misogynist homosocial culture, consistently exerts 
pressure on the male bonds that compose this patriarchal structure. The film 
continues what this thesis considers to be the narrative trajectory of the social 
realist text that the more abject the representation, the more punishing the 
narrative. ES ;ﾐS A;ヴﾗﾐげゲ ゲデﾗヴ┞ﾉｷﾐW ヮﾗゲｷデｷﾗﾐ デｴW I┞IﾉWげゲ ﾏ;ゲI┌ﾉｷﾐｷデ┞ ;ﾐS ﾏ;ﾉW 
ｷSWﾐデｷデ┞が ﾗヴ ｷﾐ Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏげゲ ;ﾐ;ﾉ┞ゲｷゲが けデｴW ;HゲﾗヴHｷﾐｪ ケ┌Wゲデｷﾗﾐ ﾗa ﾏ;ﾉW 
;ﾐ┝ｷWデ┞げ ふKｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏが ヱΓΓンぎ ヲヲぶが SWヮWﾐSWﾐデ ┌ヮﾗﾐ デ;ﾆｷﾐｪ ; ﾏﾗヴ;ﾉ ゲデ;ﾐSが 
けSﾗｷﾐｪ デｴW ヴｷｪｴデ デｴｷﾐｪげが ﾗヴ ｷﾐ デWヴﾏゲ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ Iｷデｷ┣Wﾐゲｴｷヮが けﾏ;ﾆｷﾐｪ デｴW ヴｷｪｴデ 
SWIｷゲｷﾗﾐゲげく Wｴｷﾉゲデ デｴW ﾉﾗI;ﾉ ┌ﾐSWヴIﾉ;ゲゲ ヮ;デヴｷ;ヴIｴ;ﾉ ｴｷWヴ;ヴIｴ┞ ｷゲ Iﾗﾐゲデヴ┌IデWS ;ﾐS 
maintained through violence, exploitation and illegal money-making, the 
homosocial bonds that support it are precarious, fluid, and subject to an 
ｷﾐSｷ┗ｷS┌;ﾉｷゲﾏく TｴW ﾉﾗｪｷI ﾗa デｴW aｷﾉﾏ ゲ┌ｪｪWゲデゲ ゲ┌ヴ┗ｷ┗;ﾉ ┘ｷデｴｷﾐ ;ﾐ W┝ｷゲデWﾐIW ﾗﾐ ゲﾗIｷWデ┞げゲ 
ﾏ;ヴｪｷﾐゲが ヴ;デｴWヴ デｴ;ﾐ Iﾗﾐゲデヴ┌Iデｷﾐｪ Iﾗﾏﾏ┌ﾐｷデ┞が ｷﾐS┌IWゲ ; けSﾗｪ-eat-Sﾗｪげ ｷSWﾗﾉﾗｪ┞ デｴ;デ 
privileges the individual over the communal. While an underclass male identity is 
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constructed through a capacity for violence and misogyny, durable homosocial 
bonds cannot withstand what the underclass patriarchy demands.  
“┘ｷaデ┞げゲ WﾉWIデヴﾗI┌デｷﾗﾐ ┘ｴｷﾉW ゲデW;ﾉｷﾐｪ ｴｷｪｴ-voltage wiring in The Selfish Giant is a 
SｷヴWIデ ヴWゲ┌ﾉデ ﾐﾗデ ﾗﾐﾉ┞ ﾗa ｴｷゲ aヴｷWﾐSゲｴｷヮ ┘ｷデｴ AヴHﾗヴが H┌デ AヴHﾗヴげゲ ﾐ;ｷ┗Wデ┞ ;ﾐS KｷデデWﾐげゲ 
abuse of Arbor, making both Arbor and Kitten complicit. The narrative context to 
“┘ｷaデ┞げゲ SW;デｴ WﾐIﾗﾏヮ;ゲゲWゲ AヴHﾗヴげゲ SWゲｷヴW デﾗ aｷﾐ;ﾐIｷ;ﾉﾉ┞ ゲ┌ヮヮﾗヴデ ｴｷゲ ﾏﾗデｴWヴが デﾗ 
fulfil the very traditional male role of being the breadwinner, and the local black 
WIﾗﾐﾗﾏ┞ デｴ;デ KｷデデWﾐ ヮヴﾗaｷデゲ aヴﾗﾏく KｷデデWﾐげゲ ヮｴ┞ゲｷI;ﾉ ｷﾐデｷﾏｷS;デｷﾗﾐ ﾗa AヴHﾗヴ aﾗヴ ゲデW;ﾉｷﾐｪ 
from him, forces Arbor into the fatal act of theft. The apportion of blame in the film 
iゲ ﾐﾗデ ゲデヴ;ｷｪｴデaﾗヴ┘;ヴSが ;ﾐS ; a;Iデﾗヴ ｷﾐ デｴW aｷﾉﾏげゲ ヮヴﾗHﾉWﾏ;デｷI ｷSWﾗﾉﾗｪ┞ ┘ｴｷIｴ ｷゲ 
discussed further in the chapter, けmonstrous geographiesげ. While Kitten is arrested, 
ｷﾐ ; ┗Wヴ┞ HヴｷWa IﾗﾐIﾉ┌ゲｷﾗﾐ デﾗ ｴｷゲ ;IIﾗ┌ﾐデ;Hｷﾉｷデ┞が デｴW aｷﾉﾏ IｴﾗﾗゲWゲ デﾗ aﾗI┌ゲ ﾗﾐ AヴHﾗヴげゲ 
reaction, a response that is presented through film shots that first fetishize and 
then animate a phenomenological experience of loss, and with a strategy of 
eliciting sympathy. The film, as with the cycle as a whole, centralises male 
adolescent trauma, normalising it as a rite of passage of the urban underclass 
adolescent male. The filmic strategies of The Selfish Giant initially spectacularises 
AヴHﾗヴげゲ ｪヴｷWa ;ﾐS ヮ;ｷﾐ H┞ ヮヴWSﾗﾏｷﾐ;デWﾉ┞ aヴ;ﾏｷﾐｪ ｴｷﾏ ｷﾐ ﾉﾗﾐｪ-shots. Arbor 
demonstrates his remorse by sitting outside ﾗa “┘ｷaデ┞げゲ ｴﾗﾏW デｴヴﾗ┌ｪｴ デｴW ヴ;ｷﾐ ;ﾐS 
through the night (as will be analysed in detail later). He periodically knocks on the 
aヴﾗﾐデ Sﾗﾗヴ デﾗ ゲヮW;ﾆ デﾗ “┘ｷaデ┞げゲ ﾏ┌ﾏ H┌デ ｷゲ Iﾗﾐデｷﾐ┌;ﾉﾉ┞ デ┌ヴﾐWS ;┘;┞ ;ﾐS ﾗﾐ ﾗﾐW 
ﾗII;ゲｷﾗﾐ AヴHﾗヴ ｷゲ ゲﾉ;ヮヮWS ;Iヴﾗゲゲ デｴW a;IW H┞ “┘ｷaデ┞げs father. Once Arbor returns 
home to work-through his grief, the fetishizing constructed though the framing 
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ゲデヴ;デWｪ┞ ゲ┌HゲｷSWゲが デﾗ HW ヴWヮﾉ;IWS H┞ ｷﾐデｷﾏ;デW I;ﾏWヴ; ┘ﾗヴﾆ デｴ;デ I;ヮデ┌ヴWゲ AヴHﾗヴげゲ 
phenomenological experience, a physical engagement with grief and loss that he 
enacts as he hides under his bed. While the location provides a safe space for Arbor 
to release his unfettered rage, it also psychologises the space to serve as a symbolic 
IﾗﾐaｷﾐWﾏWﾐデ ;ﾐS I┌ヴデ;ｷﾉﾏWﾐデ デﾗ AヴHﾗヴげゲが ;ﾐS デｴ┌ゲ ヴWヮヴWゲWﾐデ;デｷﾗﾐ;ﾉﾉ┞ デｴW ┌nderclass 
ﾏ;ﾉWげゲが HｷS aﾗヴ ;ｪWﾐI┞く TｴW ゲIWﾐW ゲ┌ｪｪWゲデゲ AヴHﾗヴ ｷゲ Wﾐ;Iデｷﾐｪ ; IﾗﾏヮﾉW┝ ゲWヴｷWゲ ﾗa 
emotions from grief, loss and guilt. But it is the absence left by Swifty that comes to 
dominate the closing scenes of the film.  
The narrative punishment inflicted in the films of the cycle either results in the 
death of male protagonists, or compels them to an ordeal, leaving them with a 
legacy of trauma to take with them into adulthood. In Adulthood, Trife is murdered 
by Sam. In Heartless, Jamie, unwilling to continue living in a world he cannot 
understand, baits the Hoodies to kill him, which they do with Molotov cocktails. The 
filmsげ abject narratives present the Hoodie Horror male as victim and, those who 
survive, live with the ghosts, the remnants and with an absence effected by these 
ordeals. In the closing scene of The Selfish Giant, Arbor, in a restorative action, is 
stroking a horse, an animal so loved by Swifty. It is the experience of residing with 
loss, with an absence that becomes the normative state not just for Arbor, but for 
the underclass male across the cycle. The narrative of Adulthood is of Sam, now out 
of prison, confronted with the damaging, and still present, effects of killing Trife. 
The central narrative arc of the film is revenge against Sam fﾗヴ TヴｷaWげゲ ﾏ┌ヴSWヴ. This 
plot is instigated by Jay に now a drug dealer himself and a school friend of Trife に 
who instructs a local drug supplier Andreas and his minions, Dabs and Omen, to kill 
 147 
Sam. The closing denouement is the violent confrontation between Sam and Jay, 
ﾗ┌デゲｷSW “;ﾏげゲ ﾏ;ﾐﾗヴく Iﾐ ; ｴｷｪｴﾉ┞ ゲデ┞ﾉｷゲWS ゲWケ┌WﾐIW ﾗa ﾏ;ﾐ-man combat involving 
guns and baseball bats, both Sam and Jay arrive at emotionally honest epiphanies 
;ゲ Hﾗデｴ ;Sﾏｷデ デｴW ゲ┌aaWヴｷﾐｪ ;ゲ ; SｷヴWIデ ヴWゲ┌ﾉデ ﾗa TヴｷaWげゲ ﾏ┌ヴSWヴ デｴ;デ Hﾗデｴ ゲデｷﾉﾉ carry. 
Sam pulls the gun to his head, but there are no bullets. Jay breaks down accusing 
“;ﾏ ┘ｷデｴ デｴW ┘ﾗヴSゲが けIげﾏ ｴWヴW HWI;┌ゲW ﾗa ┞ﾗ┌く Iげﾏ ｪﾗｷﾐｪ デﾗ デ;ﾆW ┞ﾗ┌ヴ ﾉｷaWが ﾉｷﾆW 
┞ﾗ┌げヴW デヴ;ゲｴく LｷﾆW ┞ﾗ┌ デﾗﾗﾆ ﾏｷﾐWげく TｴW ┗Wヴ┞ ┌ﾐSWヴIﾉ;ゲゲ ﾏ;ゲI┌ﾉｷﾐW ;Iデｷ┗ｷデ┞ ﾗa aｷｪｴデｷﾐｪ 
becomes a conduit, and the sole mechanism, in the denouement for both to 
process and express their emotional anxiety over events that have dominated and 
dictated their transition to manhood as well their status as citizen.  
The tension these films create in the psycho-social experiences of the Hoodie 
Horror male craft the impossible narratives the protagonists navigate. The 
discursive constructions of male and class identity denote the symbolic borders of 
citizenship in neoliberal Britain of the new millennium. Whilst the crisis in identity 
of the protagonists invite empathy, the narratives of abjection further the 
discursive strategies of the Hoodie and the underclass in general to cinematically 
animate in a neoliberal perceptual framework, what Tony Blair pWヴIWｷ┗WS ;ゲが け;ﾐ 
┌ﾐSWヴIﾉ;ゲゲ ﾗa ヮWﾗヮﾉW I┌デ ﾗaa aヴﾗﾏ ゲﾗIｷWデ┞げゲ ﾏ;ｷﾐゲデヴW;ﾏげ ふBﾉ;ｷヴが ヱΓΓΑぶく TｴW Hﾉ┌ヴヴｷﾐｪ 
of mimesis, authenticity and realism in the films, substantiate the discourse of the 
┌ﾐSWヴIﾉ;ゲゲ ;ゲ けﾗデｴWヴげく  
Interwoven with notions of citizenship, the violent rituals of manhood for the 
Hoodie Horror male produce a psychologised temporality of absence that speaks to 
the wider concerns of this thesis and secures the male within an unenvisaged 
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future. As discussed earlier in this chapter, the physical presence of the Hoodie 
Horror male is a performance of symbolic absence in that cinematic 
representations of the underclass convey the futures, promised by the filmic texts 
of the 1960s, as lost and unfulfilled. The Hoodie Horror male is a pale shadow, the 
spectral citizen in the urban landscape of inequality, a recurring reminder of what is 
now a heritage of working-Iﾉ;ゲゲ ﾏ;ゲI┌ﾉｷﾐｷデ┞く Aヮヮﾉ┞ｷﾐｪ FｷゲｴWヴげゲ ヴW;Sｷﾐｪ ﾗa DWヴヴｷS;げゲ 
perceptions of hauntology, the underclass onscreen are the spectres of the 
working-class, a performance of those left behind, of futures not yet realised, by 
the economic and social shifts that have ensued since the 1960s. In the Hoodie 
Horror, the underclass is not only performed as spectral, but are also characterised 
by being haunted by past traumas related to the formation of masculine identity. 
Here, spectres are haunted by ghosts. In Piggyが JﾗWげゲ ┗ﾗｷIWﾗ┗Wヴ ゲデ;デWゲ ｴﾗ┘ ｴW ┘;ゲ 
けデWデｴWヴWSげ デﾗ ｴｷゲ HヴﾗデｴWヴが Jﾗｴﾐげゲが ﾏ┌ヴSWヴく TｴW ゲ┌IIWWSｷﾐｪ ﾐ;ヴヴ;デｷ┗W aﾗﾉﾉﾗ┘ゲ JﾗW ;ﾐS 
his mental projection, Piggy, as デｴW┞ Wﾐ;Iデ ヴW┗WﾐｪW H┞ ﾏ┌ヴSWヴｷﾐｪ Jﾗｴﾐげゲ ;デデ;IﾆWヴゲく 
Matthew in The Disappearedが SWゲヮｷデW ゲﾗﾉ┗ｷﾐｪ ｴｷゲ HヴﾗデｴWヴ Tﾗﾏげゲ Sｷゲ;ヮヮW;ヴ;ﾐIWが ┘ｷﾉﾉ 
Iﾗﾐデｷﾐ┌W デﾗ ヴWIﾗﾐIｷﾉW ｴｷゲ ヴWa┌ゲ;ﾉ ﾗa ゲｷHﾉｷﾐｪ ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ┘ｷデｴ Tﾗﾏげゲ Sｷゲ;ヮヮW;ヴ;ﾐIWく 
The closing of the film is not one of complete resolution. Tom and his father are 
reunited, but it is only a shared experience of grief and events in the past that 
ゲ;ﾉ┗;ｪWゲ デｴWｷヴ ┗Wヴ┞ aヴ;Iデ┌ヴWS ヴWﾉ;デｷﾗﾐゲｴｷヮく TｴW ﾏWﾐデ;ﾉ ｷﾉﾉﾐWゲゲが ; ヴWゲ┌ﾉデ ﾗa Tﾗﾏげゲ 
disappearance, remains present as Matthew is unable to comprehend whether his 
friend Amy was a ghost (newspaper reports show she committed suicide while 
M;デデｴW┘ ┘;ゲ ヴWIWｷ┗ｷﾐｪ デヴW;デﾏWﾐデぶ ﾗヴ ; aｷｪﾏWﾐデ ﾗa M;デデｴW┘げゲ aヴ;Iデ┌ヴWS ヮゲ┞IｴWく TｴW 
film closes with Matthew, alone in the graveyard unable to reconcile, or verify, a 
けデヴ┌デｴげ ｷﾐ ｴｷゲ ヴWIWﾐデ W┝ヮWヴｷWﾐIWゲく  
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In Summer Scarsが デｴW ﾐ;ヴヴ;デｷ┗W ﾗa SヴｷaデWヴ PWデWヴげゲ ゲ;Sﾗﾏ;ゲﾗIｴｷゲデｷI ;H┌ゲW ﾗa デｴW 
adolescent gang, functions as a violent marginalised patriarchy in microcosm, a 
filmic construction that amplifies the violence, fear and humiliation perpetrated on 
the young in the film and highlights the symbolic damage that is wrought by a 
hierarchal misogynist patriarchy across the wider cycle. The woodland setting 
provides an eerily intimate and claustrophobic tone for the violent military-style 
manoeuvres Peter bullies the feral youths to enact, training デｴW Hﾗ┞ゲ aﾗヴ け;Iデｷﾗﾐげが ﾗヴ 
;ゲ Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏ ┘ﾗ┌ﾉS Wﾉ┌IｷS;デWが けデｴW ヮヴﾗIWゲゲ ﾗa aﾗヴﾏｷﾐｪ ; HﾗS┞ ┘ｴｷIｴ ┘ｷﾉﾉ 
a┌ﾐIデｷﾗﾐ WaaWIデｷ┗Wﾉ┞げ ふKｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾏが ヱΓΓンぎ ヱンぶく Bｷﾐｪﾗげゲ ﾏ┌ヴSWヴ of Peter, 
although an action that induces a fraternal allegiance in the gang that makes the 
film conspicuous in the cycle, still unites the gang in an adolescent traumatic 
experience. The downbeat ending juxtaposes the cultural identity of children as 
innﾗIWﾐデ デｴヴﾗ┌ｪｴ デｴW ┗ｷゲ┌;ﾉゲ ﾗa デｴW ｪヴﾗ┌ヮ SｷゲヮWヴゲｷﾐｪ ;Iヴﾗゲゲ デｴW Wゲデ;デWげゲ ヮﾉ;┞ｪヴﾗ┌ﾐSが 
against the auralscape that signifies a disorderly estate に the sound of police sirens. 
It is a closing scene which articulates underclass adolescence as traumatic ritual, 
with the police siren warning of a past that will be ever-present in the lives of the 
gang beyond the closing of the film.  
To return to Skeggs, Nayak and Kehily, discursive strategies of a lower-class 
masculinity secure him as undisciplined, insubordinate and lumpen; an immobile 
ｷSWﾐデｷデ┞ デｴ;デ aｷﾐSゲ ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ T┞ﾉWヴげゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデが ｷﾐ デｴ;デ Hﾗデｴ ゲデ;ﾐS ｷﾐ 
contrary to the flexible identities and mobility of neoliberal citizens. The temporal 
fastening of the Hoodie Horror male to traumatic events aid in shaping their 
identities and provides a further stasis to their position. While the discursive 
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constructions of gender and class disempowers the underclass male, by 
disenfranchising him from his own identity formation in the public arena, the 
temporal stasis enacted in the films disempowers him further by defining him 
within his past. The symbolic violence performed on the Hoodie Horror male in the 
form of inscribing the male identity with trauma, temporally fastens him to past 
events; a symbolic disavowal of a hopeful psychologised future.  
2.4.8: The fractured psyche of the neoliberal other  
Beyond the imperilment of entry into the wider social strata, the Hoodie Horror 
male is also coded as an insufficient and unstable masculinity due to mental health 
issues. Matthew in The Disappeared, Joe in Piggy, Tommy from Citadel and Jamie 
from Heartless all suffer from mental illness. Joe suffers from depression, causing 
him to withdraw from socialising even at work. His condition worsens after his 
brother, John, is murdered, but it is not until the end of the film that the extent of 
ｴｷゲ ﾏWﾐデ;ﾉ SｷゲﾗヴSWヴ ｷゲ ヴW┗W;ﾉWSく Pｷｪｪ┞が ┘ｴﾗ ｴ;S ;ヴヴｷ┗WS デﾗ ;┗WﾐｪW Jﾗｴﾐげゲ SW;デｴが ｷゲ 
ヴW┗W;ﾉWS デﾗ HW ; ﾏWﾐデ;ﾉ ヮヴﾗﾃWIデｷﾗﾐ ﾗa JﾗWげゲが ﾏWaning Joe is the violent perpetrator 
and not the passive observer, in a plot line reminiscent of Fight Club (David Fincher, 
1999). Matthew too suffers from depression as a result of his brother, Tom 
disappearing, an event Matthew feels responsible for as Tom was in his care on the 
night he disappeared. The depth of depression is conceptualised in the opening 
sequence with Matthew being discharged from the local hospital back into the care 
of his father. Tommy suffers from agoraphobia, the consequence of witnessing the 
fatal attack on his wife, events which open the film. Jamie, as with Matthew and 
Joe, suffers from depression. The film suggests this is a combination of a facial 
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disfigurement due to a port-wine stain and his dad dying when Jamie was at a 
crucial stage in his development. Whilst not suffering from a mental condition, I 
place Arbor from The Selfish Giant in this categorisation but with a critical variance 
of significance which I will come to later. Arbor is diagnosed with the behavioural 
condition, ADHD, which not only impacts his learning, utilised as a narrative 
development when he is excluded from school, but also influences his ability to 
sustain relationships. The trials these characters vary from those of Jake, Trife and 
Sam, but rely more on an explicit judgement of their masculinity as deficient. While 
the abject state of Arbor, Sam, Matthew, Tommy and Jamie rely upon the discourse 
of the underclass and council estates, the cinematic animation of the abject extend 
to their gendered construction. Their mental illness signifies a lack, a deficiency, an 
absence, that negatively impacts their familial and social ties. These protagonists 
are animated as sites inscribed with the cultural and social concern for young 
males. As Beynon has asserted, from the 1990s onwards masculinity has been a 
significant cultural and social concern (Beynon, 2002: 74), noting a rise in the 
suicide rate of males, specifically in the 25-35 age group which had reached 
epidemic levels; the fracturing of families resulting in the displacement of men as 
more live a solitary life, and a rise of boys underachieving at school (74-75). With 
regards to gender construction, Connell emphasises the necessity for a relational 
approach to recognising multiple masculinities, that to perceive what is 
marginalised, a hegemonic masculinity must be established (Connell, 2005: 76-81). 
Whilst Connell notes that a hegemonic masculinity is always in flux (76), a 
ﾏ;ヴｪｷﾐ;ﾉｷゲWS ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷゲ け;ﾉ┘;┞ゲ ヴWﾉ;デｷ┗W デﾗ デｴW authorization [original emphasis] 
ﾗa デｴW ｴWｪWﾏﾗﾐｷI ﾏ;ゲI┌ﾉｷﾐｷデ┞ ﾗa デｴW Sﾗﾏｷﾐ;ﾐデ ｪヴﾗ┌ヮげ ふΒヰ-81). Whilst the films do 
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not explicitly outline what the male ideal is, they do invite the question of what 
type of man are Tommy, Jamie, Arbor, Matthew and Joe. The pressure the 
narratives assert on the characters suggest a type of masculinity, as a concept, the 
characters are challenged to live up to. Can Matthew realise his brotherly 
ヴWゲヮﾗﾐゲｷHｷﾉｷデｷWゲ ;ﾐS ゲﾗﾉ┗W Tﾗﾏげゲ Sｷゲ;ヮヮW;ヴ;ﾐIWい C;ﾐ Tﾗﾏﾏ┞ HW デｴW a;デｴWヴ Eﾉゲ; 
deserves and rescue her from the local sub-human Hoodies? Can Jamie fulfil his late 
a;デｴWヴげゲ ┘ｷゲｴWゲ ;ﾐS HW けﾏ;ﾐ Wﾐﾗ┌ｪｴげ デﾗ aﾗヴｪWデ ｴｷゲ Sｷゲaｷｪ┌ヴWﾏWﾐデい TｴWｷヴ ﾏWﾐデ;ﾉ 
health disempowers the characters, but the narrative trajectory challenges the 
protagonists to overcome their deficient state to HW けデｴW ﾏ;ﾐげ デｴW┞ ﾐWWS デﾗ HWく TｴW 
test for these protagonists is not one of physical endurance and strength, nor one 
that challenges their fighting ability and taste for violence. Rather, Tommy, Joe, 
Matthew, Arbor and Jamie are required to establish their social and familial 
position by a lone and silent battle with their psyche. Unable to confirm their good 
health by outward displays of physical wellbeing, these men seek to assure by other 
means: by their actions. Tommy has to overcome his fear of violent encounters and 
leaving his home by rescuing Elsa from the tower block lair. Matthew decides to 
ヴWゲﾗﾉ┗W Tﾗﾏげゲ Sｷゲ;ヮヮW;ヴ;ﾐIWが ;デ ｪヴW;デ ヮWヴｷﾉ デﾗ ｴｷﾏゲWﾉaく AヴHﾗヴ ┌ﾐSWヴデ;ﾆWゲ I;ゲｴ ｷﾐ 
hand work, a very manual and classed labour of grafting, to establish himself as the 
HヴW;S┘ｷﾐﾐWヴ ｷﾐ ｴｷゲ ｴﾗﾏWく J;ﾏｷWげゲ ケ┌Wゲデ ｷゲ IﾗﾏヮﾉｷI;デWS H┞ ｴｷゲ ｷﾐ;Hｷﾉｷデ┞ デﾗ ﾗ┗WヴIﾗﾏW 
his mental health issues. Rather, he withdraws into a fantasy world of inverted fairy 
デ;ﾉWゲく Aゲ デｴW ﾉﾗI;ﾉ ゲｴﾗヮ ﾆWWヮWヴ ┘;ヴﾐゲ J;ﾏｷWが けｷデげゲ ｴWﾉﾉ ﾗ┌デ デｴWヴWげく  
The narratives of hauntings of The Disappeared, Heartless and Citadel may initially 
excuse the mental health of its male protagonists and position it as a narrative 
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necessity for a haunted housing estate film. If we perceive Matthew, Jamie and 
Tommy as the male mirror of the female gothic, then issues with mental health can 
be argued are a requirement. However, the mental health issues of the male 
protagonists are established prior to the beginnings of the hauntings, they are not 
けゲWﾐデ ﾏ;Sげ HWI;┌ゲW ﾗa デｴW ヮｴ;ﾐデﾗﾏゲく Iﾐ the wider context of the abject state, the 
rendering of mental health issues here pathologize the identity of the underclass as 
abject. As highlighted earlier, Tyler asserts how when the underclass is imagined as 
a race and not a class, disadvantage and impoverishment are pathologized and 
reconfigured as a hereditary and intergenerational condition, rather than as a 
political or economic issue (Tyler, 2013: 188). The mental health issues as posited as 
deficient in these films aid in furthering the discourse of the underclass male as 
dysfunctional, as inadequate, but also responsible for their own abject state.  
This is e┝WﾏヮﾉｷaｷWS ﾏﾗゲデ H┞ AヴHﾗヴげゲ ADHDが ; ヮﾗｷﾐデ I ┘ｷﾉﾉ ヴWデ┌ヴﾐ デﾗ ﾉ;デWヴ H┌デ ┘ｷﾉﾉ 
briefly highlight here. The condition itself contemporarises the Hﾗ┞げゲ Iｴ;ヴ;IデWヴ ;ﾐSが 
whilst the exact causes of ADHD are still to be established, it is known that the 
condition can be hereditary. These factors, when meshed with the discursive 
constructions of class and ﾏ;ゲI┌ﾉｷﾐｷデ┞が ;SSゲ デﾗ デｴW aｷﾉﾏげゲ problematic ideology. A 
a┌ヴデｴWヴ ｷﾐｪヴWSｷWﾐデ ｷﾐ Iｴ;ヴ;IデWヴｷゲ;デｷﾗﾐ ｷゲ AヴHﾗヴげゲ Wヴヴ;デｷI ;デデitude to taking his 
medication, which further excuses the responsibility the state should bear towards 
him as a citizen. Whilst I do not argue for an inherent passive reading of the film, I 
would posit the social realist form belies ideological constructions that perpetrate 
these abject discourses, constructions that challenge the social realist aﾗヴﾏげゲ 
political filmmaking credentials.  
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2.4.9: Conclusion 
In this chapter, I have elucidated the construction of the underclass masculinity 
across the cycle. As this chapter に and indeed the chapters in this section on Men as 
a whole に asserts, despite the differing forms of the film the representation of 
these young men, from characterisation to the life-events the narratives compels 
them to experience, corresponds across the scope of the cycle. As argued, the 
young men に the neoliberal other に enact narratives of abjection that construct the 
protagonists as failed citizens, the after-effect of the social, economic and cultural 
transformations that have shaken the fabric of the nation since the 1960s. Rather 
デｴ;ﾐ ┌ﾐIヴｷデｷI;ﾉﾉ┞ ヮﾗゲｷデｷﾗﾐｷﾐｪ デｴWゲW ﾏ;ﾉW ヮヴﾗデ;ｪﾗﾐｷゲデゲ ;ゲ ; けﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷﾐ Iヴｷゲｷゲげが デｴｷゲ 
chapter scrutinises such an approach to situate the characters as subject to 
recognisable discursive strategies of the Hoodie, the underclass and a young urban 
masculinity. Thus, this chapter comprehends the characterisation of the young men 
as deficient masculinities, subjugated to established discourse, fabricating tender 
masculinities under extreme pressure: an abject figure residing in an abject urban 
experience. The narratives of abjection that construct the cinematic worlds are 
achieved through filmic strategies of performance, costume and narrative resulting 
in a performance of discourse and absence. Coupled with the filmsげ narrative 
strategy of constructing protagonists who undergo a male inscribed psycho-social 
experience of the discourse of abjection, the solicitation of empathy in the 
charactersげ emboSｷWS Iヴｷゲｷゲ ﾗa ｷSWﾐデｷデ┞ a┌ヴデｴWヴゲ デｴW けﾗデｴWヴｷﾐｪげ SｷゲIﾗ┌ヴゲW ;ゲ デｴW 
Hoodie Horror male is objectified as a figure of sympathy. The mimesis enacted in 
the films draws upon a neoliberal ideology, adhering to conceptualising the 
 155 
┌ﾐSWヴIﾉ;ゲゲ ;ゲ ; けヮヴﾗHﾉWﾏげ デｴ;デ ヴWケ┌ｷヴWゲ ゲﾗﾉ┗ｷﾐｪく Eﾏヮﾉﾗ┞ｷﾐｪ DWヴヴｷS;げゲ ｴ;┌ﾐデﾗﾉﾗｪ┞, 
;ﾐS FｷゲｴWヴげゲ ｷﾐデWヴヮヴWデ;デｷﾗﾐ ﾗa デｴW デWヴﾏが ヮWヴﾏｷデゲ IﾗﾏヮヴWｴWﾐゲｷﾗﾐ ﾗa ｴﾗ┘ デｴW HﾗﾗSｷW 
Horror male as symbolic figure communicates, through onscreen physical presence 
and through the narrative events he is confronted with, social, economic and 
cultural shifts that have led to the ascension of the underclass in cultural forms. 
Hﾗ┘W┗Wヴが デｴW SWヮﾗﾉｷデｷIｷゲｷﾐｪ ﾗa Iﾉ;ゲゲ IﾗﾐaﾉｷIデ ｷﾐ デｴW Sヴ;ﾏ;デｷ┣;デｷﾗﾐ ﾗa ┌ﾐSWヴIﾉ;ゲゲ けﾉｷ┗Wゲげ 
in the films reduces class struggles to けthe entitlement to [lower class] culture, 
feelings, affect and dispositions ぐ デｴｷゲ ｷゲ ; ┗Wヴ┞ ｷﾐデｷﾏ;デW aﾗヴﾏ ﾗa W┝ヮﾉﾗｷデ;デｷﾗﾐげ 

















































Figure 16: Matthew in The Disappeared 
 
 




Figure 18: Tommy in Citadel 
 
 




Figure 20: Sam in Adulthood 
 
 




Figure 22: Curtis persuading Trife to cut Andreas face 
 
 
















Figure 27: Jake shooting Kirby 
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M┞ ﾏ;ﾐﾗヴ ﾏ;ﾐﾗヴげゲ ｷﾉﾉ ┞;げﾉﾉが ｷﾉﾉ ┞;げﾉﾉ 
      (けI am the Narratorげ, Plan B) 
WWげヴW ;ﾉﾉ SヴｷﾐﾆWヴゲが Sヴ┌ｪ デ;ﾆWヴゲが  
Every single one of us burns the herbs, 
Keep on reading what you read in the papers,  
Council estate kids, scum of the earth 
Think you know how life on a council estate is,  
E┗Wヴ┞デｴｷﾐｪ ┞ﾗ┌げ┗W W┗Wヴ ヴW;S ;Hﾗ┌デ ｷデ ﾗヴ ｴW;ヴS 
WWﾉﾉ ｷデげゲ ;ﾉﾉ デヴ┌Wが ゲﾗ ゲデ;┞ ┘ｴWヴW ┞ﾗ┌げヴW ゲ;aWゲデく  
TｴWヴWげゲ ﾐﾗ ﾐWWS デﾗ ゲデWヮ aﾗot out the burbs 
(けIll Manorsげ, Plan B) 
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3.1: Introduction に It used to be nice round here 
The image of the tower block silhouetted against the sky has become part of 
the basic vocabulary of British cinema, most often invoked as a visual 
signifier for the marginalised and menacing. 
 (Burke, 2007: 177) 
Ia Hﾗｪ;ヴデｴ ┘WヴW ｴWヴW ﾐﾗ┘が ｴW ┘ﾗ┌ﾉS ヮ;ｷﾐデ デｴW I;ヮｷデ;ﾉげゲ ｪヴｷﾏﾏWゲデ Wゲデ;デWゲが 
not its sewagy, gin-soaked back streets.  
(Hanley, 2007: 7) 
The focus of this section of the thesis is the monstrous realism of the Hoodie 
Hﾗヴヴﾗヴげゲ ﾉ;ﾐSゲI;ヮWが ;ﾐS IWﾐデヴ;ﾉ デﾗ デｴｷゲ ﾏﾗﾐゲデヴﾗ┌ゲ ヴW;ﾉｷゲﾏ ﾗa デｴW I┞IﾉW ｷゲ デｴW Iﾗ┌ﾐIｷﾉ 
Wゲデ;デWく TｴW デWヴﾏ けﾏ;ﾐﾗヴゲげ ｷゲ ゲﾉ;ﾐｪ aﾗヴ ; デWヴヴｷデﾗヴ┞ ﾗヴ ｴﾗﾏW ┘ｴWヴW ;┌デｴﾗヴｷデ┞ ｷゲ 
W┝WヴIｷゲWSが ﾗaデWﾐ ┘ｷデｴ Iヴｷﾏｷﾐ;ﾉ ｷﾐデWﾐデく Aゲ デｴW デｷデﾉW けM;ﾐﾗヴゲげ ｷﾏヮﾉｷWゲが W┝ヮﾉﾗヴ;デｷﾗﾐ ﾗa 
the landscape is broadened to the townscapes and landscapes that lie beyond the 
boundaries of the housing estate, in order to recognise how the films map these 
geographies as territories. By this I mean public and private spaces are disrupted as 
the streets, w;ゲデW ｪヴﾗ┌ﾐSゲが aｷWﾉSゲ ;ﾐS ┘ﾗﾗSﾉ;ﾐSゲ ;ヴW ヮヴWゲWﾐデWS ｷﾐ けﾗデｴWヴｷﾐｪげ 
narratives that inscribe the geographies with class and gender values, and where 
ownership of space is contested by underclass masculinity, whilst also serving to 
provide opportunities for personal and material gain. Despite the expansion to 
wider territories, the council estate lies at the crux of these abject locales for it is 
here, as the following chapters will illustrate, that geographies are spawned, both 
figuratively in terms of discourse, but also in the lives of the characters of the films. 
Uゲｷﾐｪ T┞ﾉWヴげゲ IﾗﾐIWヮデ ﾗa デWヴヴｷデﾗヴｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐ ;ゲ デｴW aﾗ┌ﾐS;デｷﾗﾐ デﾗ ﾏ┞ ヴWゲW;ヴIｴが 
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I explore how the manors of the films are coded as abject in parallel with the 
contemporary cultural and social accounts discussed in the introductory chapters. 
With this as a springboard, the following chapters map the landscape of the Hoodie 
Horror not merely as homosocial, but as violent patriarchal and misogynist sites, 
since the landscape violently negates autonomous female agency. In accordance 
with the overall concern of this thesis, by drawing upon established scholarship 
concerned with social realism and horror cinema, I also consider the differing filmic 
strategies that are employed in animating the Hoodie Horror filmscapes and 
explore how these extend the abject form of council estate and the underclass in 
popular culture.  
My interjection here is threefold. Firstly, in mapping the council estate and further 
vistas as territories, I establish how the Hoodie Horror advances what both Hill and 
AﾐSヴW┘ Hｷｪゲﾗﾐ SWゲIヴｷHW ;ゲ けデｴW ﾐ;ヴヴﾗ┘ｷﾐｪ Sﾗ┘ﾐ ﾗa ゲﾗIｷ;ﾉ ゲヮ;IWげ ふHｷﾉﾉが ヲヰヰヰ;ぎ ヲヵヱき 
Higson, 1986: 83), and thus inserts the cycle into the social realist tradition. Here I 
W┝ヮﾉﾗヴW ｴﾗ┘ デｴW aｷﾉﾏゲげ aﾗヴﾏ ヴWゲデヴｷIデゲ デｴW ┗ｷゲｷHｷﾉｷデ┞ of the home, in favour of a 
territorial landscape that provides a narrative space for what Blair described as the 
けHﾉ;Iﾆ WIﾗﾐﾗﾏ┞げ ふBﾉ;ｷヴが ヱΓΓΑぶく “WIﾗﾐSﾉ┞が I IﾗﾐゲｷSWヴ デｴW ;WゲデｴWデｷ┣;デｷﾗﾐ ﾗa デｴW Iﾗ┌ﾐIｷﾉ 
estate as an ideological infused structure to determine how these stylised cinematic 
representations are utilised as filmic strategies in authenticating social housing as 
abject state. Lastly, this section will demonstrate how the space and place of the 
council estate furthers the ascendency of the underclass in popular culture, while 
social housing itself wanes and passes under a burgeoning neoliberal process of 
gentrification. The animation of the council estate and its associative territories are 
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subjected to multi layers of realism, taking on the legacy of social realist tradition, 
デｴW ヮﾗゲｷデWS けヴW;ﾉｷゲﾏげ ﾗa デｴW I┌ﾉデ┌ヴ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ ヴｴWデﾗヴｷI ﾗa Wゲデ;デWゲ ;ゲ S┞ゲデﾗヮｷ;ﾐ 
spaces, and the form of the films. Underpinning these layers of realism is 
ヴWIﾗｪﾐｷゲｷﾐｪ デｴW Iﾗ┌ﾐIｷﾉ Wゲデ;デW ;ゲ ┘ｴ;デ Tｷﾏ ESWﾐゲ;ヴ IﾗﾐゲｷSWヴゲ デﾗ HW け; normative 
ゲヮ;Iｷ;ﾉ IﾗﾐデW┝デげ ふESWﾐゲ;ヴが ヲヰヱヵぎ 62). Our understanding of council estates, 
according to Edensar, is born out of repeated constructions of such housing across 
popular cultural media that play out stories of the mundane, the everyday, the 
けヴW;ﾉげく Repeated engagements normalise the space with the drama, positioning both 
as an actuality.  
As stated, critical to the spaces of the Hoodie Horror is the council estate. As a 
setting, its persistent use in television and on film has established it as a stable 
ingredient of realist texts, with The Bill (1984 に 2010), Nil By Mouth, My Brother, 
The Devil (Sally El Hosaini, 2012) and Top Boy as contemporary illustrations. This 
alliance of setting and form has imbued the council estate onscreen with an 
authenticity that legitimizes the dramas played out there with a truthfulness. Such 
associative realism has extended to the more recent fantastical animations of 
council estates in Trainspottingが ┘ｴｷIｴ M┌ヴヴ;┞ “ﾏｷデｴ ｴ;ゲ ﾐﾗﾏｷﾐ;デWS ;ゲ けHﾉ;Iﾆ-magic 
ヴW;ﾉｷゲﾏげ ふSmith, 2002: 75) and which can also be found in the E4 series, Misfits 
(2009-2013). However, despite the potency of council estates in British television 
and cinema, little scholarship has been dedicated to this geography. Smith (2002), 
Faye Woods (2015) and Andrew Burke (2007) have all bucked this trend by 
addressing the animation of council estates in terms of the relationship between 
setting anS aﾗヴﾏが ;ﾐS デｴW ﾉﾗI;ﾉWげゲ ゲデ;デ┌ゲ ;ゲ ; ﾏﾗSWヴﾐｷゲデ ヮヴﾗﾃWIデ aﾗヴ ﾏ;デWヴｷ;ﾉ 
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HWデデWヴﾏWﾐデ aﾗヴ デｴW ヮﾗﾗヴく Tｴｷゲ ｷゲ ┘ｴ;デ ｷゲ ﾏﾗゲデ ヮWヴデｷﾐWﾐデ ;Hﾗ┌デ B┌ヴﾆWげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa 
council estates in British cinema: the dual function this terrain balances. While the 
geography provides more formal film qualities, constituting the setting through 
which working-class narratives are explored and exposed, its structures are 
ideologically infused and have, for Burke, become representative of the 
disappointment and failure of state-led projects and politics in modernising the 
nation on mass (Burke, 2007). Council Estates then have come to represent both 
the personal and the national. As a setting to many social realist ventures, estates 
essentially provide the backdrop to what Julia Hallam and Margaret Marshment 
SWaｷﾐW デﾗ HW デｴW ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏ デヴ;Sｷデｷﾗﾐぎ けデｴW WaaWIデゲ ﾗa Wﾐ┗ｷヴﾗﾐﾏWﾐデ a;Iデﾗヴゲ ﾗﾐ デｴW 
development of character through depictions that emphasise the relationship 
HWデ┘WWﾐ ﾉﾗI;デｷﾗﾐ ;ﾐS ｷSWﾐデｷデ┞げ ふH;ﾉﾉ;ﾏ ;ﾐS M;ヴゲｴﾏWﾐデ, 2000: 2). In essence, 
characterisation and narrative trajectory in this British canon has been critically 
dependent upon the synergy between the broader concepts of space, place and 
identity, but with more concentration on the latter element, a focus that has been 
transferred into scholarship.  
DWゲヮｷデW B┌ヴﾆWげゲ Iﾉ;ｷﾏ デｴ;デ ﾏ┌Iｴ ﾗa IﾗﾐデWﾏヮﾗヴ;ヴ┞ Bヴｷデｷゲｴ ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏ Iﾗﾐaヴﾗﾐデゲ 
the impact of social housing projects in modern Britain (Burke, 2007: 177), 
traditionally, identity, specifically male identity, has received more scholarly 
exploration in terms of considering the British working-class, an approach this 
thesis does not seek to argue against. Recent work by Monk (2000a, 2000b), Sarah 
Godfrey (2013), Fuller (2007) and Nicola Rehling (2011) extends this legacy by 
assessing the British working-class and/or underclass masculine identity in British 
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films of the 1990s and 2000s.  Academic pursuit of space and place in British social 
ヴW;ﾉｷゲデ aｷﾉﾏゲ ゲｷデゲ ┌ﾐSWヴ デｴW ﾉﾗﾐｪ ゲｴ;Sﾗ┘ ﾗa Hｷｪゲﾗﾐげゲ ｷﾐaﾉ┌Wﾐデｷ;ﾉ W┝ヮﾉﾗヴ;デｷﾗﾐ ﾗa けTｴ;デ 
Long Shot of Our Tﾗ┘ﾐ aヴﾗﾏ Tｴ;デ Hｷﾉﾉげ ふHｷｪゲﾗﾐが ヱΓΓヶぶく Hｷｪゲﾗﾐげゲ ゲIヴ┌デｷﾐ┞ ﾗa デｴW 
problematic rendering of surface and moral realism with narrative in the filmic 
strategies of the kitchen sink films retains its critical relevance today, especially in 
approaching films such as Cﾉｷﾗ B;ヴﾐ;ヴSげゲ The Selfish Giant in terms of the 
spectacular framing of poverty employed by the director. Indeed, the concept of 
moral realism is something I will return to at certain areas in Monstrous 
Geographies and indeed is of importance to the overall arc of this thesis. However, 
in both these discourses, the presence of council estates onscreen, both edifices 
and ideology, has been somewhat neglected and marginalised.  
Aﾉデｴﾗ┌ｪｴ B┌ヴﾆWげゲ W┝ヮﾉﾗヴ;デｷﾗﾐ ｷゲ ヴ;ヴW ｷﾐ IWﾐデヴ;ﾉｷゲｷﾐｪ デｴW ヮヴﾗﾃWIデ ﾗa ゲﾗIｷ;ﾉ ｴﾗ┌ゲｷﾐg in 
analysis of early millennial British social realism, he is not alone in concentrating on 
architecture. Despite the predisposition of academic work on this British canon to 
veer towards the well-trod ground of identity and representation, there are 
discourses in their infancy that form the beginnings of scholarly interest that 
redress the situation. These can be contextualised into two entwined trajectories of 
investigation.  
Firstly, there are investigations of the historical development of social realism in 
both cinematic and televisual media that conceptualise the tradition moving from 
an observational style of filming to a more stylised and mediated visualisation of 
ゲﾗIｷ;ﾉ IﾗﾐIWヴﾐゲく “ﾏｷデｴげゲ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa Trainspotting ;ゲ けHﾉ;Iﾆ ﾏ;ｪｷI ヴW;ﾉｷゲﾏげ ｷゲ ; 
prime example that asserts how the aestheticization of poverty in the film fuses a 
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certain surrealism with the social realist tradition in order to create the subjective 
experience of heroin addiction suffered by Renton et al. The stylisation of realism 
hWヴW SﾗWゲ ﾐﾗデ SWデヴ;Iデ aヴﾗﾏ デｴW aｷﾉﾏげゲ IﾗﾐIWヴﾐ ┘ｷデｴ ヮﾗ┗Wヴデ┞が ┌ﾐWﾏヮﾉﾗ┞ﾏWﾐデが ﾗヴ デｴW 
impact of addiction on this impoverished Edinburgh community. Rather, for Smith, 
this mediated realism animates this community far more appropriately than a 
straightforward social realist film could (Smith, 2002). Woodsげs ┘ﾗヴﾆが けTWﾉWa;ﾐデ;ゲ┞ 
Tﾗ┘Wヴ BﾉﾗIﾆゲげ ﾗﾐ Eヴげゲ Misfits, finds a symmetry with Smith and other academic 
work that highlights the fusion of British social realism with other cinematic 
traditions (Forrest, 2013; Hill, 1999; Walker, 2016) in that the televisual animation 
of estates in the youth programme draws upon expectations formed by social 
realism (associated iconography, authenticity, social concerns) but is animated in a 
surrealist and fantastical style, creating uncanny and fantastical urban geographies. 
Wｴ;デ ｷゲ ｷﾏヮﾗヴデ;ﾐデ ｴWヴW ｷゲ WﾗﾗSゲげ ｪヴ;┗ｷデ;デｷﾗﾐが ﾉｷﾆW “ﾏｷデｴげゲが デﾗ┘;ヴSゲ デｴW ;WゲデｴWデｷI;ﾉ 
animation of this urban geography, a stylisation over observational camera work, in 
skewing the familiar of social realism away frﾗﾏ けﾗヴSｷﾐ;ヴ┞げ ふSﾗI┌ﾏWﾐデ;ヴ┞ ﾉﾗﾗﾆぶ 
デﾗ┘;ヴSゲ ;ﾐ けﾗデｴWヴ ┘ﾗヴﾉSﾉ┞げ ふｴ┞ヮWヴﾏWSｷ;デWS ヮWヴゲヮWIデｷ┗Wぶ ﾉ;ﾐSゲI;ヮW ふWﾗﾗSゲが ヲヰヱヵぎ 
242).  
The second strand of investigation is the critical function of housing estates in 
onscreen narratives as representative of political ideology and symbols of cultural 
;デデｷデ┌SWゲ デﾗ┘;ヴSゲ デｴW ﾉﾗ┘Wヴ Iﾉ;ゲゲWゲく B┌ヴﾆWげゲ ヮｷWIW ﾗﾐ Last Resort (Pawel 
Pawlikowski, 2000) and Red Road (Andrea Arnold, 2006) melds together the 
architecture, history and political project of council estates with narrative and 
identity, to argue that in both films social housing, as symbolised by the structure of 
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the tower block, is not only a decaying ideological utopia, but decomposing 
buildings and geographies now house decomposing communities, made up of the 
disempowered and disenfranchised. Indeed, the council estate is haunted by the 
ﾉﾗゲデ a┌デ┌ヴWゲ ﾏﾗSWヴﾐｷデ┞ ;ﾐS ゲﾗIｷ;ﾉ ┗Wﾐデ┌ヴWゲ ヮヴﾗﾏｷゲWSく LﾗヴヴｷW P;ﾉﾏWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa 
Attack the Block furthers the centralisation of estate concrete structures by arguing 
the film subverts contemporary stigmatizing discourses of social housing by 
constructing the estate and its inhabitants as a community. As the local adolescent 
gang utilise the corridors, stairwells and lifts to their advantage, they fend off an 
alien invasion by skilfully navigating their manor. For Palmer, デｴWﾐが デｴW aｷﾉﾏげゲ 
aesthetic treatment of the tower block, colouring it as a sci-fi location and 
Iﾗﾐゲデヴ┌Iデｷﾐｪ ; ゲ┞ﾐWヴｪ┞ HWデ┘WWﾐ デｴW ;SﾗﾉWゲIWﾐデ ｪ;ﾐｪ ;ﾐS デｴW デﾗ┘Wヴ HﾉﾗIﾆげゲ 
structure in a more positive representation, transforms the council estate from 
abject geography to pleasurable, and to an extent, progressive, spectacle (Palmer, 
2015). It is within these fledging discourses of council housing, style and ideology, 
デｴ;デ デｴｷゲ ゲWIデｷﾗﾐが けM;ﾐﾗヴゲげが ゲｷデ┌;デWゲ ;ﾐS W┝ヮﾉﾗヴWゲ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴく  
3.1.1: Council Housing に a dream soured? Or, the poor will always be with 
us? 
Pﾉ;┞ ┘ﾗヴS ;ゲゲﾗIｷ;デｷﾗﾐ ┘ｷデｴ デｴW デWヴﾏ けIﾗ┌ﾐIｷﾉ Wゲデ;デWげく Eゲデ;デWゲ ﾏW;ﾐ 
alcoholism, drug addiction, relentless petty stupidity, a kind of stir-craziness 
induced by chronic poverty and the human caged by the rigid bars of class 
and learned incuriosity.  
(Hanley, 2007: 7) 
It is startling to be reminded that in 1980, the year that the Right to Buy scheme 
was introduced, 42% of the British population lived in council housing 
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(Dispossession: The Great Social Housing Swindle, Paul Sng, 2017). What are now 
IﾗﾐゲｷSWヴWS デﾗ HW ;HﾃWIデ HﾗヴSWヴ ┣ﾗﾐWゲ ﾗa デｴW ﾐ;デｷﾗﾐが けｴﾗﾉSｷﾐｪ I;ｪWゲ aﾗヴ デｴW aWヴ;ﾉ ;ﾐS 
デｴW ﾉ;┣┞げ ふH;ﾐﾉW┞が ヲヰヰΑぎ ヱヴヶぶが ;ﾐS ; HヴWWSｷﾐｪ ｪヴﾗ┌ﾐS aﾗヴ ; ゲIヴﾗ┌ﾐｪｷﾐｪ aWヴ;ﾉ 
underclass, had once been a beacon for modern Britain that offered the working-
class a stake in society. As a social project, council housing was intended to 
introduce equality and opportunity, but resulted in stigmatizing its inhabitants. 
How have we forgotten, or disregarded, that social housing proposed a domestic 
and cultural revolution in providing adequate sanitation and accommodation 
betterment, in part to reform society (Ravetz, 2001)? The answer lies with cultural 
rhetoric. The power of the neoliberal discourse of successive governments and 
cultural output has decoupled the failure of social housing from state responsibility, 
and reconfigured the blame for the decline of the council estate on 
intergenerational cultures of a menacing and dysfunctional underclass (Jones, 2012; 
Tyler, 2013). To contextualise the representation of social housing in the Hoodie 
Horror within its ideological framework, it is constructive at this point to remind 
ourselves of the history of the council estate.  
In its inception, social housing began as a Victorian crusade to eradicate slum 
dwellings and, in its place, provide clean and comfortable accommodation for the 
poorest in society. Since these rudimentary beginnings, council housing has evolved 
through various guises of the Garden City idyll, the Aneurin Bevan championed 
post-war housing, and the 1960s Brutalist tower blocks. Alison Ravetz theorises the 
evolution of council housing as a failed project, a utopian vision that sought to 
establish communities and transform the cultural and material lives of its residents 
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(Ravetz, 2001). The Garden City idyll, originating from the Arts & Crafts movement, 
was shaped in a very British tradition that sought to promote active lives for its 
working-Iﾉ;ゲゲ ヴWゲｷSWﾐデゲ けｴ;ヴﾆｷﾐｪ H;Iﾆ デﾗ ﾏ┞デｴｷI ヴ┌ヴ;ﾉ ;ﾐS Iﾗﾏﾏ┌ﾐｷデ;ヴｷ;ﾐ ┗ｷゲｷﾗﾐゲげ 
(Fishmanが ヱΓΒヲぎ ヲヰヵぶく TｴW CﾗヴH┌ゲｷ;ﾐ け┗WヴデｷI;ﾉ IｷデｷWゲげ ﾗa ｴｷｪｴ-rise flats for mass 
ゲﾗIｷWデ┞が デｴW け┌ﾉデｷﾏ;デW WヮｷゲﾗSW ﾗa ┌デﾗヮｷ;ﾐｷゲﾏ ｷﾐ Bヴｷデｷゲｴ Iﾗ┌ﾐIｷﾉ ｴﾗ┌ゲｷﾐｪげ ふ‘;┗Wデ┣が 
2001: 104), initially seduced, as they provided an attractive financial solution for 
local government bodies and construction companies (107). Ravetz argues both 
ideals sought to install an active community and cultural life for residents with 
community centres and shops at the heart of estate life (138). Lynsey Hanley 
observes the move to the modernist vision transformed a utopian campaign to an 
industry, administered by construction corporations that corrupted the 
architectural vision for economic and political gain (Hanley, 2007: 50). Ravetz notes, 
though, that when architectural interests were favoured over practical living 
conditions of residents, problems arose that impacted the very vision of community 
living (Ravetz, 2001). Navigating lifts programmed to stop continually at every floor 
frustrated residents, irritations that were compounded by the lｷaデゲげ ヮWヴヮWデ┌;ﾉ 
failures (109). Deck-access estates promoted functionality, but in reality 
encouraged invisibility of neighbours and created spaces and areas at risk from 
anti-social behaviour (183-90). The abstract architectural vision was compounded 
by a societal control that strove to create a working-class culture that was 
acceptable to the middle-class visionaries, with no provision for culture or 
Iﾗﾏﾏ┌ﾐｷデ┞ デﾗ W┗ﾗﾉ┗W ﾗヴｪ;ﾐｷI;ﾉﾉ┞く Aゲ ‘;┗Wデ┣ ﾗHゲWヴ┗Wゲが デｴW けSﾗﾏｷﾐ;ﾐIW ﾗa aヴｷ┗ﾗﾉﾗ┌ゲ 
social and recreational e┗Wﾐデゲ ぷWゲヮWIｷ;ﾉﾉ┞ Hｷﾐｪﾗへげ ┘;ゲ SWヮﾉﾗヴWS ふヱヴヶぶく TｴW ┌デﾗヮｷ; 
then was to create a community, where space and place influenced human 
 177 
relations, shaping citizenship for the betterment of national interests. Ravetz 
concludes the failure of social housing is more complex than the discourse of 
underclass behaviour provides. Unsound architectural vision, the withdrawal of 
funding, the failure to replenish stock once the Right-To-Buy scheme had 
commenced, and the absence of organisational structures, were some of the issues 
Ravetz argues contributed to the failure. The monstrous realism as explored here in 
けM;ﾐﾗヴゲげ ﾏ┌ゲデ HW IﾗﾐIWヮデ┌;ﾉｷゲWS ┘ｷデｴｷﾐ デｴW ┘;ﾐｷﾐｪ ┌デﾗヮｷ;ﾐ ;ﾐS Iﾗﾏﾏ┌ﾐｷデ;ヴｷ;ﾐ 
ideology of social housing in its inception, as well as the now dominant abject vision 
that has come to inscribe estate geographies and their residents in contemporary 
Britain.   
けM;ﾐﾗヴゲげ ｷゲ ﾗヴｪ;ﾐｷゲWS ｷﾐデﾗ aﾗ┌ヴ Iｴ;ヮデWヴゲ デｴ;デ ;SSヴWゲゲ ゲヮWIｷaｷI デｴWﾏ;デｷIゲが 
iconography and motifs of the Hoodie Horror relating to landscapes. Chapter 3.2 
けmonstrous gWﾗｪヴ;ヮｴｷWゲげが W┝ヮﾉﾗヴWゲ デｴW デWヴヴｷデﾗヴｷWゲ ﾗa デｴW HﾗﾗSｷW Hﾗヴヴﾗヴが ┘ｷデｴ ; aﾗI┌ゲ 
on how style illuminates a hierarchal patriarchal vista that serves to destabilise a 
sense of community and endangers young masculinities. Chapter 3.3 けTｴW haunted 
housing eゲデ;デWげが Sｷscusses the fusion of social realism and the haunted house 
narrative, in how the associative filmic strategies animate the council estate as 
ゲヮWIデヴ;ﾉ ;ﾐS けﾗ┌デ-of-デｷﾏWげが ｷﾉﾉ┌ﾏｷﾐ;デｷﾐｪ Hﾗデｴ ゲヮ;IW ;ﾐS Iﾉ;ゲゲ ｷSWﾐデｷデ┞ ;ゲ ゲ┌HﾃWIデ デﾗ ; 
temporal paradox. Chapter 3.4 けHarry Brown に the battleground for neoliberal 
Iｷデｷ┣Wﾐゲｴｷヮげが W┝ヮﾉﾗヴWゲ デｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ デｴW aｷﾉﾏげゲ ﾗﾐデﾗﾉﾗｪ┞ ;ﾐS デｴW Iﾗ┌ﾐIｷﾉ 
estate, with a specific focus on the function of both the underpass and Michael 
C;ｷﾐWげゲ ゲデ;ヴ ヮWヴゲﾗﾐ;く TｴW aｷﾐ;ﾉ Iｴ;ヮデWヴ ﾗa けM;ﾐﾗヴゲげ ﾉﾗﾗﾆゲ ｷﾐ SWデ;ｷﾉ ;デ Eden Lake. The 
chapter conceives the film as a rotten rural, in that the very urban discourse of the 
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Hoodie and council estate has been traced into a rural setting, disrupting the 
concept of what a rural horror film is.  
3.2: Monstrous geographies 
“ｴWげゲ ゲデｷﾉﾉ ｷﾐ デｴWヴW ｪWデデｷﾐｪ ﾃｷ┣┣ ﾗﾐ ｴWヴ デｷデゲく 
WｴWﾐ ｷデ IﾗﾏWゲ デﾗ ゲｴ┌デデｷﾐｪが Iげﾏ デﾗヮ ﾗa デｴW Iﾉ;ゲゲく 
“ｴWげゲ ﾗﾐﾉ┞ デﾗヮ ﾗa デｴW Iﾉ;ゲゲ H┞ ｪWデデｷﾐｪ a┌IﾆWS ｷﾐ デｴW ;ヴゲWく 
Hﾗ┘ ゲｴWげゲ HﾉWWSｷﾐｪ ﾗ┌デ ｴWヴ H┌ﾏく 
Iげﾉﾉ HW;デ デｴW ゲｴｷデ ﾗ┌デ ﾗa ｴWヴが ゲｴW HWゲデ ヴ┌ﾐが ヴ┌ﾐが run.  
(Ed, Ill Manors) 
The above citation is taken from a scene in Ill Manors where Ed and a reluctant 
Aaron pimp a local drug-addict, Michelle, to the men of fast-food vendors along a 
busy London street at night-time. Michelle is believed to have stolen ESげゲ ヮｴﾗﾐW 
and Ed decides to sell Michelle for sex until she has earned back the equivalent 
monetary value. The sequence is a fusion of both realist and video forms, as a series 
of shots are constructed capturing Ed selling Michelle in shop after shop as Michelle 
performs various sex acts in a succession of dingy store rooms. The visuals are 
;IIﾗﾏヮ;ﾐｷWS デﾗ Pﾉ;ﾐ Bげゲ ゲﾗﾐｪが Deepest Shame, that provides an aural commentary 
of absolution of what led to Michelle to this low-point. At the last stop, the food 
vendor only has ten pounds, so Ed agrees to a payment of ten pounds and a kebab 
for Aaron (Figs 28-30). This sequence is symptomatic of the film Ill Manors in its 
determination to elicit both repulsion and sympathy from the spectator. The last 
デヴ;ﾐゲ;Iデｷﾗﾐ ﾉWｪｷデｷﾏｷゲWゲ デｴW aｷﾉﾏげゲ ﾃ┌SｪWﾏWﾐデ ﾗa ES H┞ ヮﾗゲｷデｷﾗﾐｷﾐｪ ｴｷﾏ ;ゲ ;ﾐ ﾗHﾃWIデ ﾗa 
disgust which the spectator must repel. Simultaneously, the overlaid song provides 
MｷIｴWﾉﾉWげゲ H;Iﾆゲデﾗヴ┞き ;ゲ ; ┗ｷIデｷﾏ ﾗa IｴｷﾉS ;H┌ゲW ゲｴW ｷゲ ; aｷｪ┌ヴW ﾗa ゲ┞ﾏヮ;デｴ┞く Tｴｷゲ 
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sequence of human degradation typifies the monstrous realism of the Hoodie 
Horror in presenting a reality of grotesque and ugly proportions, a reality to which 
the audiencW ｷゲ ヮWデｷデｷﾗﾐWS デﾗ ヴW;Iデ ┘ｷデｴ Sｷゲｪ┌ゲデく MｷIｴWﾉﾉWげゲ ゲ┌Hﾃ┌ｪ;デｷﾗﾐ デﾗ ES 
inscribes a male authority to the spaces of the sequence, a power relationship that 
is a motif of the Hoodie Horror. The fusion of patriarchy and ugly spaces are the 
foundation for this chapter, けﾏonstrous geographiesげく TｴW ┘ﾗヴS けﾏﾗﾐゲデヴﾗ┌ゲげ ｷﾏヮﾉｷWゲ 
a degree of extremity, of the horrific, the immoral, an object that elicits repulsion, 
┘ｴｷﾉゲデ けｪWﾗｪヴ;ヮｴｷWゲげ Iﾗﾐゲデヴ┌Iデ デｴW ゲヮ;IWゲ ;ﾐS ヮﾉ;IWゲ ﾗa デｴW HﾗﾗSｷW Hﾗヴヴﾗヴく Tｴｷゲ 
chapter explores the terrain and its cinematic treatment in the cycle to establish it 
aｷヴゲデﾉ┞ ;ゲ ;HﾃWIデ ゲヮ;IWく T;ﾆｷﾐｪ T┞ﾉWヴげゲ デWヴヴｷデﾗヴｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐ ;ゲ ;HﾃWIデ SｷゲIﾗ┌ヴゲW ;ゲ 
its foundation, the chapter asserts that the geographies of the Hoodie Horror 
present a realism that is at once considered extreme, but also normative. Repeated 
associations of space and violence in popular culture, discourse, television 
programmes and cinema, situate criminality, poverty and feral behaviour as the 
けW┗Wヴ┞S;┞ ﾉｷaWげ ﾗa Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ ;ﾐS ﾗデｴWヴ デWrrain inhabited by the underclass.  
Thus the representation of space in the Hoodie Horror follows a discursive 
construction of classed space. Central narratives and sub-plots involving drugs に 
buying, selling, growing に proliferate the Hoodie Horror, as do narratives of 
marginalisation and loss. The spaces of the cycle are geographies on the borders of 
the society, spacially and morally. A disgust consensus is established in the 
animation of the territories as narratives of drugs, killing and misogyny present the 
geographies of the cycle as revolting. The narratives shape our perceptual fields to 
ﾏﾗHｷﾉｷゲW ;ﾐS ﾉWｪｷデｷﾏｷゲW ﾏﾗヴ;ﾉ ﾃ┌SｪWﾏWﾐデゲ デｴ;デ Iﾗﾐゲデヴ┌Iデ ┘ｴ;デ Kﾗﾉﾐ;ｷ SWゲIヴｷHWゲ ;ゲ け; 
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ゲﾗヴデ ﾗa さaﾉｷｪｴデ aヴﾗﾏ デｴW ヮWヴIWヮデ┌;ﾉ ﾐWｷｪｴHﾗ┌ヴｴﾗﾗSざげ ﾗa デｴW ヴW┗ﾗﾉデｷﾐｪ デｴｷﾐｪ ﾗヴ 
peヴゲﾗﾐが ;ﾐS aヴﾗﾏ ヮﾗゲゲｷHﾉW けｷﾐデｷﾏ;デW Iﾗﾐデ;Iデ ;ﾐS ┌ﾐｷﾗﾐ ┘ｷデｴ ｷデげ ふKﾗﾉﾐ;ｷが ヲヰ04: 587). 
Furthermore, this chapter will determine these spaces as inscribed with an 
underclass masculinity that establishes an underclass patriarchy on the borders of 
the society that has abjected its members. In these spaces, masculine anxieties are 
played out. The Hoodie Horror carries the concerns that have gripped, and 
somewhat stifled, the social realist tradition に masculinity, home/space, 
employment. As both Monk and Hill have observed, social realist texts of the 1990s 
positioned representations of the working-class male as a remnant, devastated by 
the social and economic changes brought on by Thatcherism (Hill, 2000a; Monk, 
2000a and 2000b). As a remnant, the working-class male transitioned into 
occupying domestic space, resulting in a damaging relationship of the male, familial 
and home of the underclass, as epitomised in Nil By Mouth. Influenced heavily by 
the social realist canon, the Hoodie Horror advances the representation of the 
underclass male beyond the domestic sphere and back into a more visible, if not 
unproblematic, space. In spaces marked as territory, the underclass male 
unshackles himself from the familial and refashions public space for his own gain, to 
establish identity and male authority. Finally, this chapter will engage with the idea 
ﾗa ｴﾗﾏW ;ﾐS ｴﾗ┘ デｴｷゲ a┌ﾐIデｷﾗﾐゲ ;ゲ ;ﾐ W┝デWﾐゲｷﾗﾐ ﾗa ; Iｴ;ヴ;IデWヴげゲ ﾏ;ﾐﾗヴが H┌デ ;ﾉゲﾗ ;ゲ 
a signifier of poverty and lost futures.   
The monstrous geographies of the Hoodie Horror take デｴWｷヴ I┌W aヴﾗﾏ T┞ﾉWヴげゲ 
territorial stigmatization where the council estate was utilised in the public 
imaginary to further decouple the underclass from the social proper (Tyler, 2013: 
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162-ヶンぶく Aゲ T┞ﾉWヴ ;ゲゲWヴデゲが Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ ┘WヴW ゲWWﾐ デﾗ ｴﾗ┌ゲW けヮヴﾗHﾉWﾏ ヮWﾗヮﾉWげが ;ﾐS 
this discourse was inscribed on the bodies of the residents, animated in both the 
figure of the chav and Hoodie. Journalist and commentator Melanie Phillips 
SWデWヴﾏｷﾐWS デｴW ゲ;ﾏW ｷﾐ デｴW “ｴ;ﾐﾐﾗﾐ M;デデｴW┘ゲ I;ゲW ｷﾐ ヲヰヰΒぎ デｴW W┗Wﾐデゲ けヴW┗W;ﾉWS 
the existence of an underclass which is a world apart from the lives that most of us 
ﾉW;S ;ﾐS デｴW ;デデｷデ┌SWゲ ;ﾐS ゲﾗIｷ;ﾉ Iﾗﾐ┗Wﾐデｷﾗﾐゲ デｴ;デ ﾏﾗゲデ ﾗa ┌ゲ デ;ﾆW aﾗヴ ｪヴ;ﾐデWSげ 
(Phillips, 2008). The geographies of the Hoodie Horror adhere to this popular 
けﾗデｴWヴｷﾐｪ ﾐ;ヴヴ;デｷ┗Wげが in that the male characters of the film establish territories by 
inscribing it with their own criminal culture and self-interest. In The Selfish Giant, 
public roads are exploited by Kitten and others in a male-centric scene of illegal 
pony-and-trap drag-racing. The transient nature of gypsy culture utilises these 
public roads as a site for the men to celebrate their own culture and play out a 
homosocial cultural convention of masculine rivalry for monetary gain (Fig 31). The 
roads also offer work and income for both Swifty and Arbor as they take to them 
with their horse and cart looking for scrap to sell to Kitten (Fig 32). For both Kitten 
and the boys, public spaces offer opportunities to establish a male identity and 
affirm a masculine dominance in a homosocial culture. Arbor and Swifty work in 
order to give money to their mothers to help support the family household. Thus, 
けゲIヴ;ヮヮｷﾐｪげ ﾗﾐ デｴW ヴﾗ;Sゲ ヮヴﾗ┗ｷSWゲ ﾗヮヮﾗヴデ┌ﾐｷデｷWゲ Hﾗデｴ aﾗヴ ゲｴ;ヮｷﾐｪ デｴWﾏ ;ゲ ﾏ;ﾉW 
providers, and for asserting a familial dominance. As low-others, Kitten, Swifty and 
Arbor are denied entry into the state, marginalised to exist on the borders of 
society and therefore look to alternative means for an income. Space in The Selfish 
Giant is thus animated as geography for the socially prohibited and is where the 
black market economy operates. In an inversion of a neoliberal economy and 
 182 
citizenship, it is fitting that Kitten and Arbor, themselves abject figures, co-opt the 
surrounding spaces to craft a form of work and income from scrap: the leftovers, 
デｴW SヴWｪゲ ;ﾐS デｴW Sｷゲヮﾗゲ;HﾉWく TｴW┞ I;ﾐ HW ゲWWﾐ ;ゲ ﾏWﾏHWヴゲ ﾗa けｪ;ヴH;ｪW-can 
ヮﾗヮ┌ﾉ;デｷﾗﾐゲげ ふKｴ;ﾐﾐ;が ヲヰヰΓぎ ヱΓンぶ W┝ヮﾉﾗｷデｷﾐｪ デｴW ｪ;ヴH;ｪW aﾗヴ ヮヴﾗaｷデく  
The relationship between masculine ritual and the black market economy is a motif 
of the Hoodie Horror. The Ill Manors sequence cited above serves as a grotesque 
amplification of this motif, but offers a fitting introduction to explore the wider 
cycle. Hill observes that realist pieces of the 1980s and 1990s in their preoccupation 
┘ｷデｴ けデｴW ﾐ;ヴヴﾗ┘ｷﾐｪ Sﾗ┘ﾐ ﾗa ゲﾗIｷ;ﾉ ゲヮ;IWげ ヴWaﾉWIデ デｴW Wヴﾗゲｷﾗﾐ ﾗa ┘ﾗヴﾆｷﾐｪ-class 
identity and traditions, as the nation transitioned from industrialisation to a service 
culture (Hill, 2000a: 251). The Hoodie Horror complicates this trajectory, in that 
while the narrative plays out in the ;HﾃWIデ ゲヮ;IW ﾗa けデｴW ﾏﾗヴ;ﾉ HﾗヴSWヴゲげ ﾗa デｴW 
nation-state, the cycle widens the social space beyond the domestic. In the Hoodie 
Horror, as observed in Ill Manors, the underclass reclaims public space as a 
geography for economic advancement by constructing its own market forces of the 
Hﾉ;Iﾆ WIﾗﾐﾗﾏ┞く ‘Wa┌ゲWS Wﾐデヴ┞ ｷﾐデﾗ デｴW ゲﾗIｷ;ﾉ ヮヴﾗヮWヴ ;ﾐS ヮﾗゲｷデWS ;ゲ けa;ｷﾉWS Iｷデｷ┣Wﾐゲげ 
(Tyler, 2013: 161), male protagonists of the cycle create and participate in local 
criminal economies that affirm the extra-filmic discourse of the underclass by 
blurring the boundaries between class and criminality, and operating outside of the 
range of the police. The toxic masculinity that inscribes the territories recalls the 
masculine dynamic of the British gangland films of the 1960s and 1970s. Monk 
;ゲゲWゲゲWゲ デｴW ｪ;ﾐｪゲデWヴ aｷﾉﾏゲ ﾗa デｴ;デ ヮWヴｷﾗS ;ゲ ;ﾐ けｷﾐｴWヴWﾐデﾉ┞ ｴﾗﾏﾗゲﾗIｷ;ﾉ ゲ┌HI┌ﾉデ┌ヴWげ 
SWaｷﾐWS H┞ ﾏ;ﾉW ;ｪｪヴWゲゲｷﾗﾐ ;ﾐS ; けIﾗﾐデWﾏヮデ aﾗヴ ┘ﾗﾏWﾐげ ふMﾗﾐﾆが ヱΓΓΓぎ ヱΑンぶく TｴW 
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territory of the Hoodie Horror returns a reactionary masculinity to the screen, re-
establishing a misogynist patriarchy that operates within its own hierarchical 
structures born of its own codes and conventions. As demonstrated by the Ill 
Manors sequence outlined at the beginning of this chapter, territory is inscribed by 
a threatening masculinity through language, behaviour and, in places, fashion, is 
transitory in geography, and open to disputed ownership.  
The opening sequence of Kidulthood establishes school as a similarly contested 
territory by abject masculinities. The distinctive stylised realism of the film, 
characterised by an energetic editing, dramatic and rapid variation of shots, 
overlaid with music, constructs teenage anxiety as a normative experience (Figs 33 
and 34). The sequence crafts male conflict as the vying for male dominance through 
sexual prowess when Sam, in establishing his authority, informs Trife that he has 
ｴ;S ゲW┝ ┘ｷデｴ TヴｷaWげゲ W┝-girlfriend, Alisa. The exposition sequence also introduces 
how patriarchal territory in the Hoodie Horror is extended to governance by the 
subjugation of the corporeal body. The motif reaches its maximum realisation in 
the last film of the trilogy, Brotherhood, with naked female bodies composed in the 
aヴ;ﾏW ;ゲ ゲWデ SヴWゲゲｷﾐｪ ｷﾐ ゲIWﾐWゲ ;デ D;ﾉW┞げゲ ｪ;ﾐｪﾉ;ﾐS ヮヴﾗヮWヴデ┞ HWIﾗﾏW デｴW ┌ﾉデｷﾏ;デW 
misogynist mise-en-scèﾐWが Iﾗﾐデヴ;SｷIデｷﾐｪ デｴW aｷﾉﾏげゲ ﾏﾗヴW ;ゲヮｷヴ;デｷﾗﾐ;ﾉ ﾏWゲゲ;ｪW7. 
Hierarchical power is inscribed on the male body through murder and/or physical 
markiﾐｪが ;ゲ SWﾏﾗﾐゲデヴ;デWS H┞ TヴｷaWげゲ I;ヴ┗ｷﾐｪ ﾗa AﾐSヴW;ゲげゲ a;IW aヴﾗﾏ W┞W デﾗ ﾏﾗ┌デｴ ;ゲ 
an initiation into manhood. In Piggy, JﾗWげゲ HヴﾗデｴWヴが Jﾗｴﾐが ｷゲ ﾏ┌ヴSWヴWS H┞ aWﾉﾉﾗ┘ 
                                                             
7 A significant criticism of the film was its derogatory female representation. Much citied were the credits listing roles such as ╅semi-naked lady╆ and ╅sex-slaves╆┸ with many critics analysing 
this as the move into more generic fare to close the trilogy. See Catherine Bray╆s review for a 
more in-depth discussion (Bray, 2016).  
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drinkers from their local pub merely for an incident of male swagger and jostling 
over a game of snooker. The threat of the male is marked by a visual style that 
places the camera amongst the drinkers, framing smirking faces at the edges of the 
frame snatching glances at John which he ignores as he plays snooker. The 
homosocial space of damaged masculinities Monk discusses in relation to Nil By 
Mouth (Monk, 2000b) spills over here from the domestic into a public sphere, in a 
masculine display of dominance and territorial rights.     
As Adulthood returns to the characters when older, so there is parallel adjustment 
ｷﾐ デｴW ゲヮ;IW ;ﾐS ヮﾉ;IW ﾗa デｴW aｷﾉﾏく D;Hゲげ デヴ;Iﾆｷﾐｪ ;ﾐS ;デデWﾏヮデWS ﾏ┌ヴSWヴ ﾗa “;ﾏ 
extends the space of the contested underclass machismo to the streets (Figs 35 and 
36ぶく Iﾐ ﾗヮヮﾗゲｷデｷﾗﾐ デﾗ ﾏﾗヴW ゲデ;ｪWS けゲデ;ﾐS-ﾗaaゲげ ﾗa Iヴｷﾏｷﾐ;ﾉｷデ┞ デｴ;デ ヮﾉ;┞ ﾗ┌デ ｷﾐ 
warehouses and waste grounds on the edges of towns and cities, popularised in the 
swaggering films of Guy Ritchie in the 1990s, The Krays (Peter Medak, 1990) and 
The Long Good Friday (John Mackenzie, 1980) as examples, that provide locations 
for the spectacle of assassination, the space of the street signals not only a shift in 
attitudes to criminality, but also the abject figuration of the underclass male in 
popular culture that has carried over from the 1990s into the new millennium. This 
shifting encroachment further signifies the underclass male as an uncontrollable, 
feral menace that cannot be contained, whilst the spacial shift to a more everyday 
location intensifies the narrative of a violent underclass as normative. While the 
spectacle of violence is decreased, the threat is increased, as the underclass pushes 
back the borders to extend its territory. Bataille argues that for an act, behaviour, 
or community to be prohibited, it must be seen (Bataille, 1999); as Tyler 
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ゲ┌ﾏﾏ;ヴｷゲWゲが けゲﾗIｷ;ﾉ ヮヴﾗｴｷHｷデｷﾗﾐゲ ;ヴW dependent upon the (re)intrusion of that 
object ぐ ┘ｴｷIｴ ｴ;ゲ HWWﾐ Iﾗﾐゲデｷデ┌デWS ;ゲ ;HﾃWIデげ ふT┞ﾉWヴが ヲヰヱンぎ ヱΓ-20). The widening 
spatial invasion of violent narrative, from council estate to open urban space, 
further legitimizes the othering narratives that seek to prohibit the underclass. The 
streets are also an indicator of position and inequality in this underclass patriarchy. 
In its essentialist form, the male power structures mirror the capitalist system of 
master and worker. Those with money and power reside within properties from 
which their business is managed, such as Daley in Brotherhood, Chris in Ill Manors 
and Uncle Curtis in Kidulthood. The streets signify the territory of the workers, as 
they navigate these spaces on errands for local criminal bosses.  
The narratives of Adulthood, Ill Manors and Community engage with drug-taking on 
Hﾗデｴ ゲｷSWゲ ﾗa デｴW W┝Iｴ;ﾐｪWが ;SSｷIデ ;ﾐS ヮ┌ゲｴWヴが ;ﾐS デｴW aｷﾉﾏゲげ ゲWデデｷﾐｪゲ ;ヴW Iﾗ-
ordinated appropriately. The sub-plots of both Harry Brown and Attack The Block 
revolve around more explicit narratives of growing drugs. While Attack The Blockげゲ 
Ron and High-H;デ┣げゲ H┌ゲｷﾐWゲゲ ｷゲ デヴW;デWS ┘ｷデｴ IﾗﾏWS┞が ｷﾐ ﾉｷﾐW ┘ｷデｴ デｴW デﾗﾐW ﾗa デｴW 
aｷﾉﾏが “デヴWデIｴ ;ﾐS KWﾐﾐ┞げゲ H┌ゲｷﾐWゲゲ ｷﾐ Harry Brown is presented as rotten and 
threatening, a business that needs to be contained and liquated by Harry. Sean 
H;ヴヴｷゲげゲ ヮWヴaﾗヴﾏ;ﾐIW ｷﾐ デｴｷゲ aｷﾉﾏ ｷゲ W┝ヮﾉﾗヴWS a┌ヴデｴWヴ ｷﾐ ﾏ┞ section けMﾗﾐゲデWヴゲげく OデｴWヴ 
than Attack The Block, the films diffuse any allure of drug culture fabricated by 
cinematic treatment in Human Traffic (Justin Kerrigan, 1999), Lock, Stock and Two 
Smoking Barrels and Trainspotting. The intoxicating black magic realism (Smith, 
2002) of Trainspotting gives way to functional operational settings, grimy houses 
and the daily grind of hustling on the street. In Communityが けA┌ﾐデｷWげが ; デヴ;ﾐゲ┗WゲデｷデW 
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nurse, runs the estate by controlling the trafficking of the drugs into the area, 
ゲWI┌ヴｷﾐｪ ヴWゲｷSWﾐデゲげ ;SSｷIデｷﾗﾐ デﾗ ﾏ;ｷﾐデ;ｷﾐ ｴｷゲ ;┌デｴﾗヴｷデ┞く TｴW aｷﾉﾏ SｷaaWヴゲ aヴﾗﾏ デｴW 
realist texts, in that it veers towards a more generic horror vehicle. The treatment 
ﾗa デｴW aｷﾉﾏげゲ Sヴ┌ｪ ゲデﾗヴ┞ﾉｷﾐWが ┘ｴｷﾉW Sヴ;┘ｷﾐｪ ┌ヮﾗﾐ デｴW ゲWﾐゲ;デｷﾗﾐ;ﾉｷゲデ SｷゲIﾗ┌ヴゲW ﾗa 
ｴﾗ┌ゲｷﾐｪ Wゲデ;デWゲが ;ゲ ゲﾗヴヴﾗ┘a┌ﾉﾉ┞ IﾗﾐIWヮデ┌;ﾉｷゲWS H┞ L┞ﾐゲW┞ H;ﾐﾉW┞ ｷﾐ ｴWヴ けヮﾉ;┞ ┘ﾗヴS 
;ゲゲﾗIｷ;デｷﾗﾐげ ヴWﾏ;ヴﾆが ふゲWW デｴW ｷﾐデヴﾗS┌Iデｷﾗﾐ aﾗヴ けM;ﾐﾗヴゲげ ふH;ﾐﾉey, 2007: 7)), finds 
ﾏﾗヴW ﾗa ; ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ けデｴW ゲヮWIｷ;ﾉ ゲデ┌aaげ aヴﾗﾏ ゲWヴｷWゲ ﾗﾐW ﾗa The League of 
Gentlemen (1999 に 2017). The estate residents of Community are a cinematic 
fulfilment of the discourse of territorial stigmatization of the underclass. The kids 
;ヴW ┗ｷﾗﾉWﾐデ ;ﾐS aWヴ;ﾉが けゲ┌ﾉﾉWﾐ ┞ﾗ┌デｴゲ ｷﾐ ｴﾗﾗSWS デﾗヮゲ ぐ ┘ｴﾗ ﾉﾗｷデWヴげ ふD;┗ｷSゲﾗﾐ, 2004: 
ヱヴぶが デｴW ヮ;ヴWﾐデゲ ;ヴW けSﾗ┣┞ ;ﾐS aWIﾆﾉWゲゲげ ふP;ヴゲﾗﾐゲが ヲヰヰヵ;ぎ ヲヵぶ ;ﾐS デｴW WﾐデｷヴW 
Iﾗﾏﾏ┌ﾐｷデ┞ ｷゲ デｴW IｷﾐWﾏ;デｷI ;ﾐｷﾏ;デｷﾗﾐ ﾗa けｪﾗﾗS-for-nothing scroungers who have 
no morals, no compassion, no sense of responsibility and who are incapable of 
feeling love or ｪ┌ｷﾉデげ ふM;ﾉﾗﾐWが ヲヰヰΒぎ ンヲぶく TｴW デWヴヴｷデﾗヴｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐ ﾗa Iﾗ┌ﾐIｷﾉ 
estate here is expedient; it comes flat-packed and is all too readily assembled as the 
abject space of a horror film.  
The treatment of drugs in in the more realist texts of Adulthood and Ill Manors, as 
with the spectacle of violence, detaches any fascination about or desirability of the 
culture by positioning it within a narrative logic of victim/entrapment/escape. The 
change in attitude towards drugs in the 1990s that films such as Human Traffic 
illuminate, and Monk discusses in her article on 1990s British crime cinema (Monk, 
1999), bows to the more dominant discourse of criminality, drugs and council 
Wゲデ;デWゲく Aゲ JﾗﾐWゲ ゲデ;デWゲが け┘ｴWﾐ ﾏ;ﾐ┞ ヮWﾗヮﾉW デｴｷﾐﾆ ﾗa Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲが デｴW┞ ｷﾏ;ｪｷﾐW ; 
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diヴデ┞ ゲデ;ｷヴ┘Wﾉﾉ ﾉｷデデWヴWS ┘ｷデｴ ｴ┞ヮﾗSWヴﾏｷI ﾐWWSﾉWゲげ ふJﾗﾐWゲが ヲヰヱ2: 215). As I outlined in 
the introduction, millennial abjects such as the Hoodie and the Chav were utilised 
to censure the lower classes who had achieved a chic and cool status in the 
working-class revival of Cool Britannia in the 1990s. Against the abject cultural 
discourse of the millennium, drug culture was disavowed of its hipness, and 
returned to a configuration of symbolic disgust as a criminal activity of the 
けSWゲWヴ┗WS ヮﾗﾗヴげく MｷIｴWﾉﾉWげゲ ゲデﾗヴy in Ill Manors, as outlined at the beginning of this 
chapter, functions as a morality-tale on drug-use, but within this abject world she 
occupies a double abjection because of her drug-use, but also her gender, as 
SWﾏﾗﾐゲデヴ;デWS H┞ ESげゲ W┝ヮﾉﾗｷデ;デｷ┗W ;ﾐS ﾏｷゲﾗｪ┞ﾐｷゲデ HWｴ;┗ｷﾗ┌ヴ デﾗ┘;ヴSゲ ｴWヴく けHﾗﾏWげ 
for Michelle is a transient space and is dependent on where the drugs are. The 
squat where we see her injecting functions as the visual signifier of the depth of her 
abject state, amplified when contrasted to her backstory conceptualised in song by 
Plan B. Connoted by dark, bare, unfurnished and uncarpeted squalor (Fig 37), 
MｷIｴWﾉﾉWげゲ けゲヮ;IWげ ｷゲ aWデｷゲｴｷ┣WS ;ゲ ;ﾐ ﾗHﾃWIデ ﾗa Sｷゲｪ┌ゲデが ; ｪヴﾗデWゲケ┌W Sヴ;HﾐWゲゲ デｴ;デ 
a;ゲIｷﾐ;デWゲ ;ﾐS ヴWヮWﾉゲが ┞Wデ ゲ;ﾐIデｷﾗﾐゲ デｴW ゲヮWIデ;デﾗヴげゲ ゲ┞ﾏヮ;デｴ┞が ┘hilst inviting 
disidentification by deeming the image contents as abject.  
J;┞げゲ デヴ;ﾐゲｷデｷﾗﾐ デﾗ ゲデヴWWデ Sヴ┌ｪ-dealer is visualised spacially from a shift from council 
estate in Kidulthood to the streets as a drug-hustler in Adulthood. In a scene with 
Moony at a boutique coffee shop where Jay endeavours to persuade him to help 
W┝;Iデ ヴW┗WﾐｪW ﾗﾐ “;ﾏ aﾗヴ デｴWｷヴ aヴｷWﾐSが TヴｷaWげゲ ﾏ┌ヴSWヴが デｴW ゲWデデｷﾐｪ ﾗa デｴW IﾗaaWW ゲｴﾗヮ 
signifies waning male kinship and states of citizenship. Jay, dressed in baseball cap, 
jeans and hoodie, the clothes of the street and of his adolescence, rebukes Moony, 
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now a law student, who sports a flat cap, placed on his head with precision, and 
matching jacket, for exchanging estate life for university. Moony initially refuses 
involvement, asserting he wants to oppose criminality through the law. For Moony 
education offers a chance to escape his council estate upbringing and his teenage 
experiences. The two are polar opposites of a model of neoliberal citizenship, 
epitomised under the New Labour government. Jay, his clothes displaying an 
arrested development, is failed citizen, a victim, in New Labour rhetoric, of a 
poverty of aspirations, whilst Moony has grasped the opportunities for 
advancement offered him and symbolises the meritocracy the New Labour 
government espoused.  
In his writings on space, place and spectacle of the kitchen sink drama, Higson 
positions the 1950s films as narratives of entrapment and escape for individuals 
who wish to break out from their working-class lives (Higson, 1996: 146). Even in 
the transition from working-class to underclass, little has changed in the 
representations. Ill Manors closes with Aaron rejecting a drug-dealing opportunity, 
and leaves in a taxi driven by the director Ben Drew (Plan B) (Fig 38). The 
ゲｷｪﾐｷaｷI;ﾐIW ﾗa DヴW┘げゲ HｷデIｴﾗIﾆｷ;ﾐ ゲWﾉa-insertion here cannot be missed. Drew, who 
grew up in Forest Gate, London, in a one-parent household spent time as a 
teenager at a local referral unit for children excluded from mainstream education. 
Despite a disrupted start, Drew has established both music and film careers; he has 
embraced opportunities, enabling him to transcend his background, positing him as 
; aﾉ┌ｷSが ﾏﾗHｷﾉW ﾐWﾗﾉｷHWヴ;ﾉ ゲ┌HﾃWIデく DヴW┘げゲ デｷﾏWﾉ┞ ;ヮヮW;ヴ;ﾐIW ｷﾐ デｴW ﾐ;ヴヴ;デｷ┗W ;ｷSゲ ｷﾐ 
defining what is indicative of the Hoodie Horror, that these, as with the kitchen sink 
 189 
dramas, are also tales of entヴ;ヮﾏWﾐデ ;ﾐS WゲI;ヮWが H┌デ デｴWヴW ｷゲ ｴﾗヮWが ;ゲ DヴW┘げゲ 
celebrity status testifies, albeit one set against a social backdrop where, in the new 
millennium, the lower-class is still geographically and figuratively a condition from 
which to escape.  
Many of the Hoodie Horrors where there is male warfare for proprietorship of 
space involve a narrative of a ritual transforming boys to manhood where 
masculinity is equated with criminality, as already touched upon with Trife in 
Kidulthood. In Ill Manorsが J;ﾆWげゲ ;ヮヮヴﾗ;Iｴ to buy weed from local council estate 
drug dealer Marcel escalates quickly into a rite of passage where Jake has to prove 
ｴｷゲ ﾏ;Iｴｷゲﾏﾗ H┞ HW;デｷﾐｪ ｴｷゲ aヴｷWﾐSく J;ﾆWげゲ ﾐ;ｷ┗Wデ┞ ;Hﾗ┌デ ｪ;ﾐｪ IﾗSW ;ﾐS ｴｷゲ ﾏｷゲ┌ゲW 
ﾗa ﾉ;ﾐｪ┌;ｪW ｷﾐｷデｷ;ﾉﾉ┞ H;ヴゲ ｴｷﾏ aヴﾗﾏ WﾐデWヴｷﾐｪ M;ヴIWﾉげs space. In an action designed to 
separate Jake from his current boyhood bonds, Marcel intimidates and incites Jake 
H┞ I;ﾉﾉｷﾐｪ ﾗ┌デ ｴｷゲ aヴｷWﾐSげゲ ｷﾐIﾗヴヴWIデ ;デデｷヴWく Aゲ M;ヴIWﾉげゲ ｪ;ﾐｪ ｪ;デｴWヴ ヴﾗ┌ﾐS ｴｷﾏが J;ﾆW 
moves to gain acceptance and assert his fledging masculinity: he attacks his friend 
;ﾐS ｷゲ デｴ┌ゲ ┘WﾉIﾗﾏWS デﾗ けヴｷSW ┘ｷデｴ デｴW ｪ;ﾐｪげ ふFｷｪゲ 39-41). The public space of 
council estates in Ill Manors provides not only the setting for narrative 
development, but also the space for young adolescent males to play out adult 
masculine rituals that blur and confuse the boundaries between criminality and the 
passage to manhood.  
As stated earlier, the abject space of the Hoodie Horror is inscribed by an 
underclass behaviour that extends to fashion and language, with the metropolitan 
texts of the Hood trilogy, Ill Manors and Attack The Block as prime examples. 
Fashion, style and language construct both inclusionary and exclusionary space. 
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While fashion as a consumerist practice excludes Trife, Mooney and Jay from 
purchasing in West End shops, when Trife is wrongly accused of shoplifting in an act 
of prejudice by the security guards, fashion worn by the gang is an exercise in 
power relations of gang membership. In Ill Manors, once Jake has passed his 
initiation, Marcel takes him shopping for new clothes, including a dark hoodie. 
Marcel advises Jake that he needs to wear dark clothes, the same as the rest of the 
gang, so that he can navigate the urban locales unnoticed by the police (Figs 42 and 
43). Ill Manorsげ ;aaｷヴﾏ;デｷﾗﾐ ﾗa デｴW Hoodie here constructs it as the symbol of a rite 
of passage constructing masculine bonds within a criminal gang. These bonds are 
not the foundations of a communitarian practice but acts of individualism that 
a┌ﾐIデｷﾗﾐ ;ゲ ﾗHﾉｷｪ;デｷﾗﾐゲく Iﾐ ヴWデ┌ヴﾐ aﾗヴ M;ヴIWﾉげs self-interested generosity, Jake is 
obliged to kill someone for him. The right clothes procure access into gang territory 
and entry into the alternative patriarchy that exists on the peripheries of the social.    
ESげゲ ﾏﾗIﾆ ヴ;ヮ ﾉ┞ヴｷIゲ ﾗﾐ ヮｷﾏヮｷﾐｪ MｷIｴWﾉﾉW demarcate a male territory that 
subjugates women and crafts male bonds based on shared values. The urban slang 
デｴ;デ ┘W;┗Wゲ デｴヴﾗ┌ｪｴ デｴW aｷﾉﾏゲ ゲ┌Iｴ ;ゲ け;ﾉﾉﾗ┘ ｷデげが け;ヴW ┞ﾗ┌ Sｷ┣┣┞ HﾉﾗﾗSげが けﾏWヴI ｴｷﾏげ 
;ﾐS けｪヴｷﾏ┞げ ;ヴW Iﾗﾏﾏﾗﾐ ヮｴヴ;ゲWゲ ﾗa デｴW aｷﾉﾏゲ デｴ;デ ゲｷｪﾐｷa┞ ;ﾐ ┌rban gang community. 
To understand and to use the language, whether as a character in the film, or as the 
audience, is to be included as part of the imagined community. Not to identify with 
the language is to be subjected to its symbolic exclusionary power, positioning it as 
;ヴデｷI┌ﾉ;デｷﾗﾐゲ ﾗa デｴW けﾗデｴWヴげく L;ﾐｪ┌;ｪW Wﾏヮﾉﾗ┞WS ｷﾐ デｴW ﾏWデヴﾗヮﾗﾉｷデ;ﾐ aｷﾉﾏゲ ﾗa デｴW 
Hoodie Horror have been contextualised in cultural discussions as part of a black 
culture, whilst the films position the language as part of wider urban customs. The 
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problem of attaching such language to black culture is highlighted by the incident 
when historian David Starkey made contentious comments about the London riots 
of 2011. Speaking on Newsnight, Starkey claimed the participation of white youths 
ゲｷｪﾐ;ﾉﾉWS デｴ;デ けデｴW ┘ｴｷデWゲ ｴ;S HWIﾗﾏW Hﾉ;Iﾆゲく A ヮ;ヴデｷI┌ﾉ;ヴ ゲﾗヴデ ﾗa ┗ｷﾗﾉWﾐデが 
SWゲデヴ┌Iデｷ┗Wが ﾐｷｴｷﾉｷゲデｷI ｪ;ﾐｪゲデWヴ I┌ﾉデ┌ヴWげ ふ“デ;ヴﾆW┞が ヲヰヱヱぶく “デ;ヴﾆW┞げゲ ヴ;Iｷゲデ ヴWﾏ;ヴﾆゲ 
articulate the racializing function of underIﾉ;ゲゲ SｷゲIﾗ┌ヴゲWゲ ;ﾐS ｴﾗ┘ けI┌ﾉデ┌ヴ;ﾉ 
Iｴ;ヴ;IデWヴｷゲデｷIゲげ ;ヴW ヮﾗゲｷデｷﾗﾐWS ;ゲ ヮﾗﾉﾉ┌デ;ﾐデゲく WｴｷﾉW “デ;ヴﾆW┞げゲ IﾗﾏﾏWﾐデゲ I;ﾐ HW ;ﾐS 
ﾏ┌ゲデ HW Iｴ;ﾉﾉWﾐｪWSが ｴｷゲ ┗ｷW┘ゲ aﾗヴﾏ ヮ;ヴデ ﾗa デｴW けﾗデｴWヴｷﾐｪげ SｷゲIﾗ┌ヴゲW ﾗa デｴW 
underclass.  
Bﾗデｴ BWﾐ DヴW┘ ふけPﾉ;ﾐ Bげぶ ;ﾐS NﾗWﾉ Cﾉ;ヴﾆW ヮﾗゲｷデｷﾗﾐ their films as revealing life as 
they see it, with Drew describing Ill Manors ;ゲ けデヴ┌Wが S;ヴﾆ ヴW;ﾉｷデ┞げ ふDヴW┘ cited in 
B;ｷﾐHヴｷSｪWが ヲヰヱヲぎ Γぶ ;ﾐS Cﾉ;ヴﾆW Iﾉ;ｷﾏｷﾐｪ けI ﾃ┌ゲデ ┘ヴﾗデW デｴW ┘;┞ I ゲ;┘ デｴｷﾐｪゲげ ふCﾉ;ヴﾆW 
in Jones, 2016). But when the films are contextualised within the class rhetoric as 
espoused by Starkey, the realism is problematised by an othering discourse. The 
ﾉ;ﾐｪ┌;ｪW ﾗa デｴW aｷﾉﾏゲが ヮ;ヴデ ﾗa デｴW ヴW;ﾉｷゲﾏ デｴ;デ ┞Wデ けﾗデｴWヴゲげ デｴW aｷﾉﾏが ┘ﾗヴﾆゲ ;ゲ ; 
symbolic exclusionary force that creates a virtual space for the film and its 
characters that excludes audience members who disidentify with the films. The 
language functions as does the long-shot in The Selfish Giant: to fetishize, to close 
down, and to distance further, already marginalised figures.  
3.2.1: Attack The Block  
This is the block and nobody fucks with the block!  
(Attack The Block) 
 192 
One anomaly of the cycle worth noting here is Attack The Blockく TｴW aｷﾉﾏげゲ ﾐ;ヴヴ;デｷ┗W 
sees the estate kids pitted against aliens, in a communal and co-ordinated action 
between the juveniles to defend their manor, Wyndham Tower. The opening 
sequences support negative stereotypes of both Hoodie and council estate as the 
gang is inscribed with the popular abject discourse of the underclass. However, 
narrative progression disrupts both dominant discourses of poor urban youth and 
estate criminality. The tower block, emblematic of the decline and failure of the 
project of social housing, is visually rewritten here with sci-fi treatment and lit with 
emerald-tinged harsh lighting, comparable to the lighting of the block in Heartless, 
and framed in extreme high angles. The gang go into battle with an arsenal of 
teenage weaponry, including fireworks, water-guns and baseball bats. The film 
seeks to subvert the discourse of social alienation, urban decay and adolescent 
SW┗ｷ;ﾐI┞ H┞ Iﾗﾐゲデヴ┌Iデｷﾐｪが ;ゲ P;ﾉﾏWヴ ﾗHゲWヴ┗Wゲが けゲｷデWゲ aﾗヴ ｴWヴﾗｷゲﾏが ゲ;IヴｷaｷIWが ;ﾐS 
Iﾗﾏﾏ┌ﾐ;ﾉ ;ﾉﾉWｪｷ;ﾐIW ;Iヴﾗゲゲ ヴ;IW ;ﾐS ｪWﾐSWヴげ ふP;ﾉﾏWヴが ヲヰヱヵぶが ゲWデデｷﾐｪ ┌ヮ ; ﾐ;ヴヴ;デｷ┗W 
that stands in opposition to the other films in the cycle, which construct the 
underclass male motivated by a self-interested individualism, and the spaces as 
violent and threatening. In Attack The Block, identity, self and places are entwined 
in a visual display of body and space that deconstructs council estates as 
stigmatized geographies and sites of social inequalities. The film frames the gang 
navigating the stairwells, corridors, lifts and walkways with a verve, ease and 
confidence of fluid motion that resonates with a De Certeaudian ideal of space and 
identity only articulated when it is activated by human movement (De Certeau, 
ヱΓΒヴぶく Aゲ P;ﾉﾏWヴ ﾗHゲWヴ┗Wゲ ｷﾐ ｴWヴ ;I┌デW ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW aｷﾉﾏが デｴW ｪ;ﾐｪげゲ ┌ﾐｷデ┞ ┘ｷデｴ 
the structures is demonstrated in their spacial awareness of light switches in the 
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corridors and a working knowledge of stairwells and lifts (Palmer, 2015), which is 
advantageously utilised by the gang when going into battle with the aliens. The film 
then challenges and disrupts the dominant abject discourses of the Hoodie and 
council estate, by reclaiming identity and space in an affirmative text of community 
amongst underclass adolescence and social housing that positions both as saviours 
of the nation.  
TｴW HﾗﾗSｷW Hﾗヴヴﾗヴげゲ IﾗﾐIWヴﾐ ┘ｷデｴ デWヴヴｷデﾗヴ┞ ｷゲ デﾗ ヴW┗W;ﾉ ;ﾐ ┌ﾐSWヴIﾉ;ゲゲ ヴW-establishing 
visibility at the societal margins, outside of the home. Hill discusses how realist 
films of the 1980s and 1990s perceived a decline in the working-class, as it receded 
into identification with the domestic and familial sphere, resulting in what Hill 
デWヴﾏゲ ;ゲ ; けIWヴデ;ｷﾐ デWヴﾏｷﾐ┌ゲげ ふHｷﾉﾉが ヲヰヰヰ;ぎ ヲヵヱぶく TｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ;aaｷヴﾏゲ デｴｷゲ 
terminus and perceives the underclass as a visible classed identity in the public 
imaginary. The territory of the films is the landscape of the underclass as response 
to the severe economic conditions, exclusionary forces of neoliberal governance, 
and a desire to establish an identity and labour provision in an alternate economy. 
Contrasting to the British realist texts of the 1990s, and the privileging of domestic 
space in the haunted housing estate, the home is generally marginalised in the 
Hoodie Horror in favour of a focus on an underclass economic framework. When 
the home is a focus, it is a signifier of absence in the form of impoverishment and a 
psychologised loss of what might have been, conceived in images and narratives 
that emphasise the abject state of the underclass. 
As we see in the haunted housing estate, the homes of Matthew in The 
Disappeared and Tommy in Citadel are conceptualised within a narrative of 
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haunting. As discussed in the chapter on the haunted housing estate, to resolve the 
issues of transforming a geography that is a known entity into a place that 
WﾏHﾗSｷWゲ けゲWﾐゲW ﾗa ｷゲﾗﾉ;デｷﾗﾐ ;ﾐS ;H;ﾐSﾗﾐﾏWﾐデげ ふKW┗ﾗヴﾆｷ;ﾐ ｷﾐ Gilbey, 2010), the 
domestic is gothicised with a palette of blue. The mise-en-scène of the interiors are 
bare of any signs of personalisation or consumerism, amplifying the lives of the 
protagonists as impoverished and coding them as the neoliberal other (Figs 44-47). 
Bﾗデｴ “ｴｷaデ┞ ;ﾐS AヴHﾗヴげゲ ｴﾗﾏW ｷﾐ The Selfish Giant find resonance with this 
;ﾐｷﾏ;デｷﾗﾐ ﾗa SﾗﾏWゲデｷI SWゲデｷデ┌デｷﾗﾐく “┘ｷaデ┞げゲ ｴﾗﾏW ｷゲ ﾗaデWﾐ aヴ;ﾏWS ;デ ; Sｷゲデ;ﾐIWが ; 
ゲデヴ;デWｪ┞ デｴ;デ aWデｷゲｴｷ┣Wゲ デｴヴﾗ┌ｪｴ ゲヮWIデ;IﾉW デｴW SWヮヴｷ┗;デｷﾗﾐ ﾗa デｴW ｴﾗﾏW ;ﾐS “┘ｷaデ┞げゲ 
family. Shots of the house capture the broken front fence and plastic sheeting that 
functions as a window. Even the school children judge the home, gleefully deriding 
ｷデ H┞ ゲｴﾗ┌デｷﾐｪ けLﾗﾗﾆ ;デ デｴW a┌Iﾆｷﾐｪ ゲデ;デW ﾗa “ｴｷaデ┞げゲ ｴﾗﾏWく Iデげゲ a┌Iﾆｷﾐｪ Sｷゲｪ┌ゲデｷﾐｪぁげ 
(Figs 48-50). A domestic mealtime scene affirms what the weary exterior presents: 
SWゲデｷデ┌デW ﾉｷ┗Wゲく “ｴｷaデ┞げゲ S;S ｴ;ゲ ゲﾗﾉS デｴW ゲWデデWWが デｴW ﾗﾐW ヮｷWIW ﾗa a┌ヴﾐｷデ┌ヴW デｴW a;ﾏｷﾉ┞ 
had to sit on. A dinner of a bowl of beans for each child, sitting on the floor in the 
front room, captures the underclass family of Broken Britain. However, the 
narrative logic assimilates a neoliberal ideology by shifting accountability from 
governmental responsibility and harsh economic conditions to the individual in the 
ヮWヴゲﾗﾐ ﾗa “ｴｷaデ┞げゲ a;デｴWヴが ; ｪ;ﾏHﾉWヴ ;ﾐS SヴｷﾐﾆWヴく TｴW ┗ｷゲ┌;ﾉｷゲ;デｷﾗﾐ ﾗa “ｴｷaデ┞げゲ aamily 
echoes the popular rhetoric of estate underclass families that are publicly 
IﾗﾐIWｷ┗WS ;ゲ け┌ﾐWﾏヮﾉﾗ┞WS Iﾗﾏﾏ┌ﾐｷデｷWゲ a┌ﾉﾉ ﾗa aWIﾆﾉWゲゲが ┘ﾗヴﾆ-shy, amoral, dirty ぐ 
animal-ﾉｷﾆW ｷﾐSｷ┗ｷS┌;ﾉゲげ ふJﾗﾐWゲが ヲヰヱ2ぎ ヲヴぶく Wｴｷﾉゲデ ﾐ;ヴヴ;デｷ┗W W┗Wﾐデゲ ふ“ｴｷaデ┞げゲ SW;デｴぶ 
and aesthetic choices (the framing of his mother) work to elicit sympathy, the 
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political undertones of the film problematise its realist form by perpetuating the 
abject discourse of council estate and underclass.  
The homes of the Hoodie Horror illuminate not only the material impoverishment 
of the underclass, but also a psychological, somewhat spiritual destitution. Whilst 
the home is a diminished space in the cycle, it signifies an absence beyond the lack 
of material advancement. The domestic sphere is where individual trauma and 
tragedy is played out. Arbor withdraws under his bed in an act of self-
admonishment because of grief-induced anger at the loss of his friend, Swifty. The 
blurred framing of holding hands with an imagined Swifty presents a complex 
emotional scene of grief, loss, past, present and future. The centralisation of the 
ｴ;ﾐSゲ ｷﾐ デｴW aヴ;ﾏW ┌ﾐSWヴゲIﾗヴWゲ “┘ｷaデ┞ ;ゲ ;ﾐ ;HゲWﾐIW ｷﾐ AヴHﾗヴげゲ ﾉｷaWが ; ヮヴWゲWﾐIW ;ゲ 
an absence that serves to remind Arbor of his failed responsibility towards Shifty as 
a friend (Figs 51 and 52). In Adulthood, Sam endures two emotional scenes 
associated with home that highlight the ramifications of his past actions to the 
present. In a poignant conversation with his mother, Sam is moved to tears as she 
recounts how his actions に as played out in Kidulthood に have negatively impacted 
デｴWｷヴ a;ﾏｷﾉ┞が S;ﾏ;ｪｷﾐｪ a;ﾏｷﾉｷ;ﾉ ヴWﾉ;デｷﾗﾐゲ ;ﾐS I;┌ゲｷﾐｪ “;ﾏげゲ HヴﾗデｴWヴが OﾏWﾐが デﾗ ヴWHWﾉ 
and follow his deviant path. Sam visits Alisa in her home for information. Here, he is 
too confronted with the results of his killing of Trife, when Alisa introduces the 
S;┌ｪｴデWヴ ゲｴW ｴ;S ┘ｷデｴ デｴW ﾏ┌ヴSWヴWS ﾏ;ﾐく Aﾉｷゲ;げゲ Sｷゲｪ┌ゲデ デﾗ┘;ヴSゲ “;ﾏ I┌ﾉﾏｷﾐ;デWゲ 
with her spitting on him (Fig 53)く LW┝ｷげゲ ｴ;ヴヴﾗ┘ｷﾐｪ IﾗﾐaWゲゲｷﾗﾐ デﾗ “;ﾏ ﾗa HWｷﾐｪ ｪ;ﾐｪ-
raped, and the accounts of the trial where the accused were found not guilty, and 
ｴWヴ a;デｴWヴげゲ ゲｴ;ﾏW ;ﾐS Sｷゲ;ヮヮﾗｷﾐデﾏWﾐデが ｷゲ aヴ;ﾏWS aヴﾗﾏ ﾗ┗WヴｴW;S ;ゲ デｴW Iﾗ┌ヮﾉW ﾉｷW 
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in bed. The camera here is an interloper in a scene of intimate delicacy (Fig 54). The 
home then becomes a focal point not for familial relations, but for individual 
trauma and loss. The domestic sphere consists of dwellings full of traumatic 
memories that fabricate a presence of absence in the lives of the characters. The 
absence here is misappropriated childhoods and an immaterialisation of a future. 
Underclass lives suffer in the Hoodie Horror from the actions of the underclass male 
who refuses to put familial bonds before self-interest. The effects of individual 
choices that both Tony Blair and David Cameron warned of in their speeches (Blair, 
1999 and Cameron, 2008), are animated as actions of a toxic masculinity that 
ヴW┗WヴHWヴ;デW ;ゲ ｷﾐデWヴｪWﾐWヴ;デｷﾗﾐ;ﾉ ｷゲゲ┌Wゲ ﾗa ; Iﾉ;ゲゲ デｴ;デ ﾉｷ┗W ┌ﾐSWヴ けデｴW Iヴ┌ゲｴｷﾐｪ HWﾉｷWa 
デｴ;デ デｴｷﾐｪゲ I;ﾐﾐﾗデ ｪWデ HWデデWヴげ ふBﾉ;ｷヴが ヱΓΓΑぶく    
3.2.2: The Selfish Giant: Poverty of the imagination and temporal stasis 
Really, Ill Manors looks like many other British urban crime films; it could 
have been made at almost any time, and there's not much substance under 
the urban style.  
(Bradshaw, 2012) 
The Selfish Giant has Ken Loach's Kes in its DNA; Chapman looks eerily like 
the young David Bradley in some scenes, and Sean Gilder is a grisly, ironic, 
unfunny reincarnation of Brian Glover's PE teacher: a father figure who can 
only destroy.  
(Bradshaw, 2013) 
What is provocative but not surprising about Peter Bヴ;Sゲｴ;┘げゲ ゲIヴ┌デｷﾐ┞ ﾗa Hﾗデｴ 
aｷﾉﾏゲ ｴWヴW ｷゲ ｴﾗ┘ ｴｷWヴ;ヴIｴ;ﾉ ┗;ﾉ┌W ;IIﾗヴSゲ B;ヴﾐ;ヴSげゲ The Selfish Giant the ability to 
evoke the very British tradition of social realism, but censures Ill Manorsげ ;ゲ 
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unoriginal and superficial. While I do not wish to debate the films in terms of 
ケ┌;ﾉｷデ┞が Bヴ;Sゲｴ;┘げゲ ;ヮヮヴ;ｷゲ;ﾉゲ ゲヮW;ﾆ デﾗ デｴW ┘ｷSWゲデ ヮ;ヴ;ﾏWデWヴゲ ﾗa デｴｷゲ デｴWゲｷゲ ｷﾐ 
terms of British film culture, class representation, and film style. As alluded to in the 
introduction, many writers on British cinema, specifically those who write on 
horror, criticise the valorisation that the realist form receives in British film culture 
(Petley, 1986; Rigby, 2000; Pirie, 2009), to an extent it has become its own 
tradition. It is not difficuﾉデ デﾗ デ;ﾆW ゲ┌Iｴ ; ヮﾗゲｷデｷﾗﾐ ┘ｴWﾐ Bヴ;Sゲｴ;┘げゲ ;ﾐ;ﾉ┞ゲｷゲ Wﾐｪ;ｪWゲ 
with the style of The Selfish Giant ;デ デｴW W┝ヮWﾐゲW ﾗa ; IヴｷデｷI;ﾉ ;ヮヮヴ;ｷゲ;ﾉ ﾗa デｴW aｷﾉﾏげゲ 
politics. 
Bヴ;Sゲｴ;┘げゲ IﾗﾏﾏWﾐデゲ ヮヴﾗ┗ｷSW デｴW ｷﾐ┗ｷデ;デｷﾗﾐ デﾗ SｷゲI┌ゲゲ デｴW ヮヴﾗHﾉWﾏ;デｷI ヮﾗﾉｷデｷIゲ ;ﾐS 
form of The Selfish Giant, and here I focus on the space and place of the film. As 
with the other Hoodie Horrors, the landscapes are male-centric and exploited for 
the opportunities of financial gain. However, it is the relationship between the 
aｷﾉﾏげゲ aﾗヴﾏが ヮﾉ;IW ;ﾐS ｷSentity that requires a scrutiny of its own. The film shares an 
amplification of absence in its presentation of poverty and loss with Citadel and The 
Disappeared. But while those films are complicated further, and potentially 
explained, by the application in both form and aesthetics with a narrative of 
haunting, the animation of the abject in The Selfish Giant is symptomatic of how 
the knotty relationship between representation and social realism has developed, a 
relationship that continues to be dogged by wｴ;デ Hｷｪゲﾗﾐ ヮWヴIWｷ┗WS ｷﾐ けTｴ;デ Lﾗﾐｪ 
“ｴﾗデ ﾗa O┌ヴ Tﾗ┘ﾐげ ふHｷｪゲﾗﾐが ヱΓΓヶぶく Aゲ Hｷｪゲﾗﾐ ﾗHゲWヴ┗Wゲが デｴWヴW ｷゲ ; デWﾐゲｷﾗﾐ HWデ┘WWﾐ 
content, form and style that is not effectively resolved. The pull between historical 
authenticity of place, psychologized character space and a poetical framing of this 
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place and space, renders a spectacle in social realism that problematizes the 
ideology of the films. If the claim of the tradition is to discern the working-classes, 
now the underclass, onscreen, the films are, for Higson, successful, although they 
represent the lower class from a position of moral and class authority that animates 
them as a condition from which to escape. An issue of The Selfish Giant is how both 
the narrative and the aestheticization of the landscape naturaliゲW “ｴｷaデ┞げゲ ;ﾐS 
AヴHﾗヴげゲ IﾗﾐSｷデｷﾗﾐ ;ゲ ｷﾐWゲI;ヮ;HﾉWが ┘ｴｷﾉゲデ デｴW Sヴ;ﾏ;デｷI Sｷゲヮﾉ;┞ ﾗa ヮﾗ┗Wヴデ┞ ｷﾐ デｴW aｷﾉﾏ 
is at risk of fetishizing impoverishment.    
Social realism has advanced to represent those living on the margins of society 
(Hallam and Marshment, 2000), an extension that focuses on the under-
represented, temporally at moments of social and economic change (Hill, 2000a: 
250). Social realist texts have become entwined with an observational style which 
not only privileges a complex relationship between space, place and identity, but 
;ﾉゲﾗが ;ゲ “;ﾏ;ﾐデｴ; L;┞ ┌ﾐSWヴﾉｷﾐWゲが ヮヴﾗS┌IWゲ ; けSｷゲデ;ﾐIW HWデ┘WWﾐ デW┝デ ;ﾐS ゲヮWIデ;デﾗヴげ 
(Lay, 2002: 22). Higson highlights the tension in the idea of place between the 
けゲ┌ヴa;IWげ ヴW;ﾉｷゲﾏ デｴ;デ ;┌デｴWﾐデｷI;デWゲ ; ゲWﾐゲW ﾗa ヮﾉ;IWが ;ﾐS デｴW けﾏﾗヴ;ﾉげ ヴW;ﾉｷゲﾏ デｴ;デ 
Iﾗﾏﾏｷデゲ デﾗ SﾗI┌ﾏWﾐデｷﾐｪ デｴW ｴ┌ﾏ;ﾐｷデ┞ ﾗa けﾗヴSｷﾐ;ヴ┞ ヮWﾗヮﾉWげ ふHｷｪゲﾗﾐが ヱΓΓヶぎ ヱンヶ-37). 
Tｴｷゲ ヴWゲ┌ﾉデゲ ｷﾐ ; ヮﾗWデｷI;ﾉ ゲデ┞ﾉW ﾗa ヴW;ﾉｷゲﾏ ;ヴデｷI┌ﾉ;デｷﾐｪ ┘ｴ;デ Hｷｪゲﾗﾐ ゲWWゲ ;ゲ け; HWﾉｷWa 
that we can see the real in images which document the social condition of the 
ヮWﾗヮﾉW ┘ｴﾗ ｷﾐｴ;Hｷデ デｴW ﾉ;ﾐSゲI;ヮWげ ふヱヴヱき Wﾏヮｴ;ゲｷゲ ｷﾐ デｴW ﾗヴｷｪｷﾐ;ﾉ). 
This legacy of this poetic observational style is realised in The Selfish Giant through 
the use of the long shot. Barnard repeatedly frames Arbor and Swifty at a distance 
within the northern landscape, providing shots that sanction their abject state 
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through a continued visual association with poverty, loss and a bucolic fatalism that 
renders both figures in an indifferent landscape (Fig 55ぶく Iデ ｷゲ ﾐﾗ ﾉﾗﾐｪWヴ けTｴ;デ Lﾗﾐｪ 
“ｴﾗデ ﾗa O┌ヴ Tﾗ┘ﾐ aヴﾗﾏ Tｴ;デ Hｷﾉﾉげ H┌デ, simply in terms of representation and for the 
British canon, just the long shot. The distant framing of both boys constructs an 
expanse between audience and subject, crafting the image as spectacle and inviting 
the spectator to gaze from a distance upon the image. The urban environment 
which the boys are framed navigating に full of burnt out cars (Fig 56) and empty, 
gated, shopfronts (Fig 57) に fabricates not only an impoverished area, but an abject 
ﾉ;ﾐSゲI;ヮW ┘ｴWヴW Hﾗデｴ ｴ┌ﾏ;ﾐゲ ;ﾐS ﾏ;デWヴｷ;ﾉゲ ;ヴW デｴW けゲIヴ;ヮげが デｴW SヴWｪゲ ;ﾐS デｴW ﾉWaデ-
behinds. The edgelands widen this abjection to incorporate a more politicised 
image of a northern landscape with an eerie inhabitation of remnants of a once 
prosperous industrialised north, with the images of advancement in the pylons, and 
semi-feral horses that introduce a psychologised temporality (Fig 58). In the 
edgelands, we are confronted with a historicｷゲWS ｷﾏ;ｪW デｴ;デ ゲヮW;ﾆゲ ﾗa BWヴ;ヴSｷげゲ 
けI;ﾐIWﾉﾉWS a┌デ┌ヴWげ (Berardi, 2011). The framing of the power stations, looming 
opaquely in the distance over the edgelands, underlines them as a visual reminder 
of a residual, once-prosperous past of industrialization, a period that transported 
the nation into modernity, and brought the promise of work, security, material 
betterment and citizenship for the workers. The relationship between 
industrialization and the lower classes has been a focus of previous realist texts, 
specifically those set in the north, as well as writers such as Charles Dickens and 
Elizabeth Gaskell. Taking this into account, then certainly, The Selfish Giant is not 
necessarily undertaking a fresh approach. Indeed, the waning of industry and its 
impact in the north has already been visited in The Full Monty and Billy Elliot 
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(Stephen Daldry, 2000), albeit in a more humorous and sentimental tone, but 
possibly also with a more creative approach. The distant framing relegates the 
power stations to a spectral-like presence in the hinterland of the urban and 
functions as a visual prompt for the spectator that industrialisation is now just 
;ﾐﾗデｴWヴ ﾐ;ヴヴ;デｷ┗W ｷﾐ デｴW ﾐ;デｷﾗﾐげゲ ｴｷゲデﾗヴｷI;ﾉ ヮ;ゲデく TｴW ゲデ;デｷﾗﾐゲげ WデｴWヴW;ﾉ 
representation signifies what could have been for Arbor and Swifty, but is now no 
longer. The temporal indicators of the power station psychologise the image for the 
boys in that the image communicates their lost futures, affirming their abject state. 
The long shot complicates this abjection by offering an image of a pastoral that 
beautifies what is wretched. The representation and framing of the council estate 
(discussed earlier in the chapter) as desolate and dilapidated further affirms this 
abjection. While the surface realism creates a sense of place, a setting for the 
ﾐ;ヴヴ;デｷ┗W デﾗ ┌ﾐaﾗﾉSが デｴW ヮ;ヴ;Sﾗ┝ ﾗa デｴW ﾏﾗヴ;ﾉ ヴW;ﾉｷゲﾏ ﾗa デｴW ﾉﾗﾐｪ ゲｴﾗデ けﾗデｴWヴゲげ デｴW 
landscape and the figures within it as abject, for the long shot establishes a view 
けaヴﾗﾏ ; ヮﾗゲｷデｷﾗﾐ ﾗa Iﾉ;ゲゲ ;┌デｴﾗヴｷデ┞げ ふHｷｪゲﾗﾐが ヱΓΓヶぎ ヱヵヱぶく Iデ a┌ヴデｴWr confirms the 
けデヴ┌デｴげ ﾗa デｴW W┝デヴ;-filmic discourse of the underclass as established via the Hoodie 
;ゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデく Hﾗ┘W┗Wヴが ｪ;┣ｷﾐｪ ┌ヮﾗﾐ デｴW ゲヮWIデ;IﾉW ﾗa デｴｷゲ けHW;┌デｷa┌ﾉ デヴ;ｪWS┞げ 
(142) elicits sympathy from the audience for the condition of the abject state. The 
organisation of the narrative and image serve to illuminate the abject as an object 
of fascination within a visual pleasure of the spectacle, constructing both Swifty and 
Arbor as sympathetic victims, but fetishized within the long shot at a safe distance 
aヴﾗﾏ デｴW ;┌SｷWﾐIWが ゲWI┌ヴｷﾐｪ デｴWｷヴ けﾗデｴWヴWSげ ゲデ;デ┌ゲ ;ﾐS Wﾐ;Hﾉｷﾐｪ デｴW ゲヮWIデ;デﾗヴ デﾗ 
disidentify with the image onscreen.  
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The use of the long shot in The Selfish Giant thus speaks to the wider concerns that 
contemporary social realist texts poses, in terms of representation, form, and the 
relationship between both. As this thesis repeatedly asserts, the trajectory of the 
canon bears witness to the passing of the working-class and the centralisation of an 
underclass in popular cultural form. But as the utilisation of the long shot 
demonstrates, animating the underclass onscreen is problematic, as it risks 
furthering the abjection of figures and communities already marginalised. Social 
realism, a cinematic presence once praised for its political dynamism in awakening 
the public imaginary to the working-class (Hill, 1986)8, risks divesting the underclass 
of its voice within the social proper. The corollary The Selfish Giant should present 
is to challenge how the underclass is represented onscreen and to acknowledge the 
role social realist form performs within that discourse. As the long shot illuminates, 
in furthering the marginalised position of the underclass, it endangers separating 
the canon from its socialist ideals. Finally, if we return to Bradsha┘げゲ IﾗﾏﾏWﾐデゲ 
┘ｷデｴ ;ﾐ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa Hｷｪゲﾗﾐげゲ ゲWﾏｷﾐ;ﾉ ;ヴデｷIﾉWが ┘W I;ﾐ IﾗﾐデW┝デ┌;ﾉｷゲW デｴW aｷﾉﾏ ﾐﾗデ 
as an evocation of Ken Loach and Kes, but rather as return, an homage, and as a 
aｷﾉﾏ ｴ;┌ﾐデWS H┞ デｴW I;ﾐﾗﾐげゲ ﾉWｪ;I┞く TｴW ﾗヴｪ;ﾐｷゲ;デｷﾗﾐ ﾗa デｴW ﾐ;ヴヴ;デｷ┗W に characters, 
image and form に crafts an anachronistic film that perpetuates a sense of the past. 
The form suffers from a temporal stasis positioning it as ahistorical. As with the 
films of the haunted housing estate, The Selfish Giant returns to its history to 
illuminate the present. 
 
                                                             
8 Of course, this comes with qualifications as Higson (1996), Hill (1986) and others have 
discussed the problematic middle-class authorship of the British New Wave.    
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3.2.3: Conclusion: The end of the manor 
Brotherhood closes the Hoodie Horror cycle, and its shift in space is symptomatic of 
デｴW ┘;ﾐｷﾐｪ ﾗa デｴW I┞IﾉW ;ゲ ; ┘ｴﾗﾉWが ;ﾐS ﾗa “;ﾏげゲ ﾐ;ヴヴ;デｷ┗W ;ヴI デｴヴﾗ┌ｪｴﾗ┌デ デｴW 
trilogy. The extra-filmic discourse of the Hoodie has pacified the symbolic threat of 
the Hoodie, as the hoodie as fashion item has been reconfigured for the 
mainstream and cleansed of its menace (Anon, 2017). New national abjects have 
been fashioned from immigrants to those involved in the Brexit debate. In the films, 
council estates give way to a suburban H;ﾏﾏWヴゲﾏｷデｴ aﾗヴ デｴW ｴﾗﾗSげゲ ヮヴﾗデ;ｪﾗﾐｷゲデが 
Sam. Now a father of two and holding down three jobs, he has exchanged the 
underclass feral territory for ordered domestic and work spaces. The masculine 
territories of a black market capitulate to the newly built neoliberal economy of the 
WWゲデaｷWﾉS ゲｴﾗヮヮｷﾐｪ IWﾐデヴWが デｴW ゲヮ;IW デｴ;デ IﾉﾗゲWゲ デｴW aｷﾉﾏ ;ﾐS ゲWヴ┗Wゲ デﾗ ;aaｷヴﾏ “;ﾏげゲ 
デヴ;ﾐゲｷデｷﾗﾐ ｷﾐデﾗ デｴW ゲﾗIｷ;ﾉ ヮヴﾗヮWヴく F;ﾏｷﾉ┞ ﾉｷaW ｷゲ Wゲデ;HﾉｷゲｴWS デｴヴﾗ┌ｪｴ ゲIWﾐWゲ ﾗa “;ﾏげゲ 
homelife, scenes that admonish the domestic sphere as site of デヴ;┌ﾏ;く “;ﾏげゲ 
transition from failed citizen to neoliberal citizen is visualised in the spaces and 
places he now occupies. Brotherhood also bears witness to the clearance of the 
underclass from urban spaces through the underlying gentrification to which the 
aｷﾉﾏげゲ ゲヮ;IWゲ ﾗヮ;ケ┌Wﾉ┞ ヴWaWヴく Iﾐ ;ﾐ ｷﾐデWヴ┗ｷW┘ ┘ｷデｴ NﾗWﾉ Cﾉ;ヴﾆWが Nｷﾉﾗ┌a;ヴ Haldarl 
ﾗHゲWヴ┗Wゲ デｴ;デ デｴW WWゲデaｷWﾉS ゲｴﾗヮヮｷﾐｪ IWﾐデヴWが デｴW ﾉﾗI;デｷﾗﾐ aﾗヴ デｴW aｷﾉﾏげゲ IﾉﾗゲWが SｷS 
not exist when Kidulthood was released, signalling the transformation London has 
undergone (Haldarl, 2016). Part of this urban redevelopment has been the 
ｪWﾐデヴｷaｷI;デｷﾗﾐ ヮヴﾗIWゲゲ デｴ;デ ｴ;ゲ ｷﾏヮ;IデWS デｴW Iｷデ┞げゲ ｴﾗ┌ゲｷﾐｪ Wゲデ;デWs and the project 
of social housing (Anon, 2015: 1). The fate of Aylesbury estate, the setting for Harry 
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Brown, is symptomatｷI ﾗa ゲ┌IIWゲゲｷ┗W ｪﾗ┗WヴﾐﾏWﾐデゲげ ┘ｷデｴSヴ;┘;ﾉ aヴﾗﾏ ; ゲﾗIｷ;ﾉ 
contract of governmental responsibility, a neoliberal project that paradoxically 
demands state withdrawal from the state. Brotherhood, despite its critical 
disparagement, can be seen, through its choice of locations, as a crucial cultural 
witness to the effects of the abject discourse of council estates as dystopian and 
stigmatised geographies in Britain of the new millennium. 
3.3: The haunted housing estate 
There is no present which is not haunted by a past and future, by a past 
which is not reducible to a former present, by a future which does not 
consist of a present to come. 
(Deleuze, 2013: 36-37) 
Ia ┞ﾗ┌ ｴ;┗Wﾐげデ ｪﾗデ ヮﾗゲｴが デｴWﾐ aﾗヴｪWデ ｷデく I Sﾗﾐげデ デｴｷﾐﾆ ┘W Iﾗ┌ﾉS ﾏ;ﾆW ; aｷﾉﾏ 
with some Londoners in a houゲW ｪﾗｷﾐｪが けOｷが け;ﾐｪ ﾗﾐが デｴWヴWげゲ ; ｪｴﾗゲデ けWヴWげ.  
(Christopher Smith in Gilbey, 2010) 
I Sﾗﾐげデ デｴｷﾐﾆ ┘W ｴ;┗W デｴW H┌SｪWデゲ デﾗ Sﾗ Hｷｪ Wﾉ;Hﾗヴ;デW ｴﾗヴヴﾗヴ aｷﾉﾏゲ ｴWヴWが ゲﾗ 
we turn to a more reality-based horror, which is a hell of a lot more 
frightening.  
   (Johnny Kevorkian in Gilbey, 2010) 
The haunted house has a long and significant history in the British tradition of ghost 
stories and is both an important setting and motif in literature and cinema. A 
ゲIヴWWﾐ ;S;ヮデ;デｷﾗﾐ ﾗa “;ヴ;ｴ W;ﾉデWヴげゲ Little Stranger due for release in 2018 
SWﾏﾗﾐゲデヴ;デWゲ デｴW デヴﾗヮWげゲ ヮWヴゲｷゲデWﾐデ I┌ヴヴWﾐI┞ ┘ｷデｴｷﾐ ; IｷﾐWﾏ;デｷI デヴ;Sｷデｷﾗﾐ デｴ;デ 
boasts such notable inclusions as The Uninvited (Lewis Allen, 1944), The Innocents 
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(Jack Clayton, 1961), The Others (Alejandro Amenábar, 2011), and The Woman in 
Black (Fig 59). As with its predecessor, the castle, the haunted house offers specific 
material spaces for locations of hauntings. Such hauntings are frequently entwined 
with an individual psychology such as in The Innocents, or entwined with local 
superstition, as with the cinematic adaptation of The Woman in Black. Haunted 
houses are settings of spatial and temporal anxiety where trauma and history 
congeal, resulting in a sense of restlessness and loss. While the haunted house is 
part of a long tradition of British horror, the housing estate as a spectred geography 
is a contemporary, and, singularly underclass, addition to the canon that relocates 
the tradition away from the associative bourgeois concerns of family legacy, using it 
instead to further the marginalisation of the British underclass. The modernist 
project that strove to purge and evacuate the shadows and clutter of the past, is 
animated here with new phantasms. That said, the haunted housing estate of the 
Hoodie Horror is not the first British genre to animate social housing as a 
phantasmal geography. Predating it is the 1998 British film, Urban Ghost Story, 
concerning a young girl who suffers from poltergeist visitations after a near-fatal 
car accident. While Urban Ghost Story navigates a more traditional psychoanalytical 
blueprint of home and female monstrosity, the films that form the haunted housing 
estate are complicated by certain differing characteristics which are deserving of 
further exploration: firstly, a broad encompassing of the estates into a gothic 
aesthetic, secondly, promoting a male protagonist and, lastly, explicitly utilising 
abject discourses of the Hoodie and council estates to move the haunting location 
away from the traditional bourgeois setting to the territory of the underclass.  
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While the haunted housing estate shares aesthetic and narrative qualities with its 
haunted house predecessor, it has its own motifs and themes that problematize the 
デヴ;Sｷデｷﾗﾐ;ﾉ ┌ﾐSWヴゲデ;ﾐSｷﾐｪ ﾗa ┘ｴ;デ けデﾗ ｴ;┌ﾐデげ ﾏW;ﾐゲく Aゲ I ケ┌;ﾉｷaｷWS ｷﾐ デｴW 
ｷﾐデヴﾗS┌Iデｷﾗﾐ デﾗ けM;ﾐﾗヴゲげが デｴW ｴﾗ┌ゲｷﾐｪ Wゲデ;デW ｷゲ ; ゲデ;ヮﾉW ﾗa デｴW ﾗデｴWヴ Bヴｷデｷゲｴ 
IｷﾐWﾏ;デｷI デヴ;Sｷデｷﾗﾐが ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏが ┘ｴWヴW デｴW ﾉﾗI;ﾉW ｷゲ ゲ┌HﾃWIデWS デﾗ ; けゲﾉｷIW-of-ﾉｷaWげ 
rendering that imbues the estate on film with social and class concerns. It is my 
contention that to cognize what I term the haunted housing estate requires 
situating it within both filmic traditions. As with my chapter on the gothic abject, 
the haunted housing estate must be approached via how it is influenced by both 
gothic and social realism. At the core of this animation is the abject, a state where 
both horror and social realism converge to produce the Hoodie Horror. This chapter 
positions the cultural stigmatizing discourse of council estates as being dystopian 
geographies as the foundation to these cinematic animations. With both the gothic 
and British social realism concerned with the abject, there is a synergy found with 
these film sensibilities and the housing estate of contemporary discourse. The 
haunted housing estate, then, is the explicit rendering of the fusion of these two 
very British cinematic legacies. The haunted housing estate of the Hoodie Horror 
cycle is constituted of three films: Citadel, Heartless and The Disappeared, and this 
Iｴ;ヮデWヴげゲ Hヴﾗ;S IﾗﾐIWヴﾐ ｷゲ デﾗ ﾏ;ヮ ﾗ┌デ ｴﾗ┘ デｴW aｷﾉﾏｷI ゲデヴ;デWｪｷWs gothicise the 
housing estate and explore the resulting paradoxical temporalities. The over-
arching claim is to demonstrate how the gothicisation furthers the abject state of 
council estates within popular culture by rendering it out-of-time. To do so, the 
aｷﾉﾏゲげ ｪﾗデｴｷIｷゲ;デｷﾗﾐ ヮヴﾗIWゲゲ ﾉﾗﾗﾆゲ デﾗ デｴW ﾉWｪ;I┞ ﾗa Bヴｷデｷゲｴ ｴﾗヴヴﾗヴ IｷﾐWﾏ; aﾗヴ デｴW 
ゲデヴ┌Iデ┌ヴWげゲ ;WゲデｴWデｷIｷ┣;デｷﾗﾐ ;ﾐS aヴ;ﾏｷﾐｪが ┞ｷWﾉSｷﾐｪ デｴW ヴWデ┌ヴﾐ ﾗa ; ヮ;ゲデ aﾗヴﾏく Aゲ ┘ｷデｴ 
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the monsters discussed in the chapter on the gothic abject, the films of the haunted 
housing estate display an attachment to motifs, narrative structures and formulas 
of past gothic forms which potentially results in what Fisher warns of に けデhe 
modernist challenge of innovating cultural forms adequate to contemporary 
W┝ヮWヴｷWﾐIWげ ふFｷゲｴWヴが ヲヰ13: 11-12). The injection of the contemporary in these films 
such as Hoodies and the eschewing discourse creates a tension between form and 
IﾗﾐデWﾐデが ;ﾐS デｴW デヴ;Sｷデｷﾗﾐ;ﾉ ;ﾐS IﾗﾐデWﾏヮﾗヴ;ヴ┞く Hﾗ┘W┗Wヴが Iﾗﾐデヴ;ヴ┞ デﾗ FｷゲｴWヴげゲ 
assertion, the gothicisation of estates here is an appropriate aesthetic (while still 
politically problematic) for the underclass, as abject aesthetics meets abject form.  
In the haunted housing estate, contemporizing the haunting narrative denotes the 
injection of the social into the private. However, animating the council estate as 
gothic has spatial and temporal implications that influence class representation in 
デｴW ヮヴWゲWﾐデく Tﾗ ヴWデ┌ヴﾐ デﾗ デｴW ｷﾐデヴﾗS┌Iデｷﾗﾐ ﾗa けM;ﾐﾗヴゲげが ｷa Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ ;ヴW 
landscapes inscribed with class, then the haunted housing estate expresses a socio-
I┌ﾉデ┌ヴ;ﾉ ;ﾐS ヮﾗﾉｷデｷI;ﾉ ｴ;┌ﾐデｷﾐｪが ;ﾐｷﾏ;デｷﾐｪ け┘ｴ;デ ｴ;┌ﾐデゲ ﾗ┌ヴ I┌ﾉデ┌ヴWげが ;ゲ AﾐSヴW┘ 
Smith suggests (Smith, 2007: 149). While social housing provides homes to the less 
financially fortunate, it also creates a geography that blurs public and private space, 
as well as serving as an ideological vision, all of which require consideration in its 
spectral cinematic animation. The haunted housing estate imbued with concerns of 
the social realist text illuminates social housing as a failed project, resulting in films 
that bear witness to the passing of the working-class.  
As I have stated, the three films, Citadel, Heartless and The Disappeared, all both 
adhere to and deviate from what is considered a traditional haunted house 
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narrative. While The Disappeared is the most faithful to these storytelling 
conventions, in that its protagonist, Matthew, haunted by visitations of his brother 
Tﾗﾏが a┌ﾉaｷﾉゲ ;ﾐ ｷﾐ┗Wゲデｷｪ;デｷ┗W ヴﾗﾉW ｷﾐ ゲﾗﾉ┗ｷﾐｪ Tﾗﾏげゲ Sｷゲ;ヮヮW;ヴ;ﾐIWが Hﾗデｴ Heartless and 
Citadel expand the notion of haunting as expressions of loss and passing in both an 
individual and social context. At this point it would be beneficial to remind 
ourselves by broadly outlining what constitutes such an expression. While technical 
advances have transformed cinematic renderings of ghosts and haunted houses 
onscreen, many of the foundations of the narrative have remained in place. Barry 
C┌ヴデｷゲ ゲ┌ﾏﾏ;ヴｷゲWゲ ｴ;┌ﾐデWS ｴﾗ┌ゲW ﾐ;ヴヴ;デｷ┗Wゲ ヴW┗ﾗﾉ┗ｷﾐｪ ;ヴﾗ┌ﾐS ;ﾉﾉ デｴW デｴｷﾐｪゲ デｴ;デ けｪﾗ 
┘ヴﾗﾐｪげ ┘ｷデｴ ｴﾗ┌ゲWゲ ふC┌ヴデｷゲが ヲヰヰΒぎ ヱヶぶが ┘ｷデｴ Iﾗﾐflicts and confrontations arising 
between a space, its troubled past, and present inhabitants. Often there has been 
family tragedy in the history of the house and a mystery that requires solving. 
Ghosts, by piercing temporality, seek vengeance by demanding justice for past 
wrongs. Often the investigator is female (15), especially in gothic tales, and a crisis 
in objectivity is experienced by the present occupants (24). The protagonist 
explores the sinister labyrinths in order to uncover what the house seeks to 
IﾗﾐIW;ﾉく TｴW ｴﾗ┌ゲW ｷデゲWﾉa ｷゲ ; ヮﾗヴﾗ┌ゲ ゲデヴ┌Iデ┌ヴWが ; けS;ヴﾆ ヮﾉ;IWげ ふヱヰぶ ﾗaデWﾐ aﾗ┌ﾐS ;デ デｴW 
edges of towns, isolated and inscribed with tension and malevolence where 
けﾗHﾃWIデゲ ヴWa┌ゲW デﾗ ゲデ;┞ ゲデﾗヴWSげ ふヱヱぶく  H;┌ﾐデWS ｴﾗ┌ゲW ﾐ;ヴヴ;デｷ┗Wゲが デｴWﾐが ;ヴW IﾗﾐIWヴﾐWS 
with crisis and instability, temporal frissons and confrontations, a restless past and 
indeterminate futures, and a righting of injustice. The haunted housing estate 
continues with these tropes, adapting them to make gothic the structures and 
spaces central to the films. The most explicit modification is the move from a 
female gothic heroine to a male protagonist. Social realism is a form dominated by 
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tales of working-class masculinities, and much of British horror since the arrival of 
the millennium focuses on male identity. Given the influence of both these 
traditions on the Hoodie Horror, male protagonists conform to the privilege 
afforded the gender by these canons. The precarious lives of the Hoodie Horror 
male also provide a ripe platform for tales of haunting that necessitate a crisis in 
vision for the protagonist, more of which is explored in the chapter on 
masculinities. The temporal frissons and visualisation treatment of the haunted 
housing estate are more loyal to the accepted conventions. 
As I specifiWS ｷﾐ デｴW ｷﾐデヴﾗS┌Iデｷﾗﾐ デﾗ けM;ﾐﾗヴゲげが デｴWヴW ｷゲ ; aﾗI┌ゲ ｷﾐ デｴｷゲ ゲWIデｷﾗﾐ ﾗﾐ デｴW 
edifices of council estate, be it in the shape of the tower block or in other 
architectural forms of social housing. The underpass is central to Harry Brown as it 
provides an apt sWデデｷﾐｪ aﾗヴ デｴW aｷﾉﾏげゲ ┌ﾐSWヴﾉ┞ｷﾐｪ デWﾐWデ ﾗa ;ﾐ ｷSWﾗﾉﾗｪｷI;ﾉ ゲデヴ┌ｪｪﾉW 
between working-class and underclass. The underpass, as an underground 
structure that has been co-ﾗヮデWS ;ﾐS デヴ;ﾐゲaﾗヴﾏWS H┞ デｴW Wゲデ;デWげゲ ;SﾗﾉWゲIWﾐデゲ デﾗ 
function as a threatening space, represents the failure of the architectural vision 
that favoured functionality over communality on the estates. The tower block of 
デｴW ｴ;┌ﾐデWS ｴﾗ┌ゲｷﾐｪ Wゲデ;デW ｷゲが ;ゲ B┌ヴﾆW ふヲヰヰΑぶ ;ヴｪ┌Wゲ ﾗa デｴW デﾗ┘Wヴ HﾉﾗIﾆげゲ ｷﾏ;ｪW ｷﾐ 
British cinema, a visual signifier of intimidation: a denotation for the abject. The 
gothic animation of the tower block here that seeks to make haunted the council 
estate finds a resonance with the contemporary abject discourse that makes known 
social housing projects in the present. It is with this process of gothicisation of the 
housing estate I will start. 
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3.3.1: Haunted houses  
The haunted house is a scenario of confrontation between the narrative of 
the inhabitants and the house. What haunts it is the symptom of loss に 
something excessive and unresolved in the past that requires an 
intervention in the present.  
(Curtis, 2008: 34) 
Curtis asserts the haunted house onscreen is instantly recognisable (31). First 
glimpses of it in films often situate it in long-shots from car windows or from behind 
trees, framing the building in unsettling self-possession, glaring back in malevolent 
invitation (Figs 60-62). It is familiar due to its legacy from its literary beginnings to 
its persistent cinematic presence across national film cultures. It stands within a 
gothic tradition. We know a haunted house because we are regularly exposed to its 
form across cultural media. We recognise and understand the genre strategies that 
the haunted house operates within. Repeated outings normalise the haunted house 
ｷﾐ IｷﾐWﾏ; ;ﾐS ヮヴWゲWﾐデ デｴW ｪﾗデｴｷI ゲデ;デW ;ゲ けﾐ;デ┌ヴ;ﾉげく Oa Iﾗ┌ヴゲWが デｴWヴW ;ヴW ﾐﾗ ﾐ;デ┌ヴ;ﾉ 
states of gothic, all aspects are, or have been, subjected to a process of 
gothicisation. However, the visibility of council estates is problematic for a 
cinematic animation of haunting that pivots on a locale that is considered remote, 
secretive and foreboding.  
The films hinge on variations of a haunting narrative, but underpinning all three 
films is the heightened visuals of the estate structures, and in the case of Citadel 
and The Disappeared a washed-out colour design. Council estates are often located 
in populated urban areas. These classed spaces are known to us either through 
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close spatial proximity, or through discourse in the public imaginary. Converting 
theゲW ヴWIﾗｪﾐｷゲ;HﾉW ﾉﾗI;ﾉWゲ デﾗ デヴﾗ┌HﾉWS ;ﾐS WWヴｷW けヮﾉ;IWゲ デｴ;デ ;ヴW ｷﾐaヴWケ┌Wﾐデﾉ┞ 
┗ｷゲｷデWSげ ふC┌ヴデｷゲが ヲヰヰΒぎ ヲヴぶが ヴWケ┌ｷヴWゲ W┝ヮﾉｷIｷデ ｪﾗデｴｷI ;WゲデｴWデｷI ゲデヴ;デWｪｷWゲく TｴW aｷﾉﾏゲ デｴ┌ゲ 
Wﾏヮﾉﾗ┞ ; ヮヴﾗa┌ゲW ┗ｷゲ┌;ﾉ SWゲｷｪﾐ デﾗ Wゲデ;Hﾉｷゲｴ ;ﾐS ;┌デｴWﾐデｷI;デW デｴW Wゲデ;デWゲげ ｪﾗデｴｷI 
credentials. In animating the haunted structures, the films are conventional in their 
framing and colouring in a strategy to make strange and uneasy what is 
commonplace, well-known. The films frame the estate structures in various canted 
shots from a selection of long and medium shots and close-ups. Tower blocks loom 
down. I will analyse the function of the tower block of Citadel in greater detail, but 
first outline the structures of The Disappeared and Heartless.  
The gothic tower block of Heartless is distinct in the Hoodie Horror by its being a 
product of a crisis of vision of its protagonist, Jamie. Yet as generally with the 
Hoodie Horror, the filmic strategy of the film of gothicising the structure is to look 
to a past form, invoking the legacy of British horror film, to animate a 
IﾗﾐデWﾏヮﾗヴ;ヴ┞ aﾗヴﾏく CWﾐSヴｷﾉﾉﾗﾐ Tﾗ┘Wヴ a┌ゲWゲ J;ﾏｷWげゲ F;┌ゲデｷ;ﾐ ヴW-imagining of his 
ゲ┌ヴヴﾗ┌ﾐSｷﾐｪゲ ┘ｷデｴ ｷデゲ ゲデ;デ┌ゲ ;ゲ デｴW ヴWゲｷSWﾐIW ﾗa J;ﾏｷWげゲ a;デｴWヴ HWaﾗヴW ｴW ﾏ;ヴヴｷWS 
;ﾐS ｴ;S ; a;ﾏｷﾉ┞く J;ﾏｷWげゲ ゲ┌HﾃWIデｷ┗W Iヴｷゲｷゲが ｷﾐW┝デヴｷI;HﾉW aヴﾗﾏ ｴｷゲ ﾏWﾐデ;ﾉ health 
ｷゲゲ┌Wゲが ｷゲ ; ヮWヴゲﾗﾐ;ﾉ ﾉWｪ;I┞ ﾗa ﾉﾗゲゲ ;ﾐS ｪヴｷWaく Uﾐ;HﾉW デﾗ ;IIWヮデ ｴｷゲ a;デｴWヴげゲ SW;デｴ ;ﾐS 
self-conscious of his facial port-wine stain, Jamie retreats into his private world. 
Seeing the report that the tower is the location of local gang attacks (Fig 63), Jamie 
appropriates the tower into his vision of hell of earth, heightening its significance. 
Framed in canted angles and bathed in darkness (Fig 64 and 65), Cendrillon Tower is 
デｴW ｪﾗデｴｷI ﾏ;ﾐｷaWゲデ;デｷﾗﾐ ﾗa J;ﾏｷWげゲ SWゲｷヴW aﾗヴ ; a;ﾏｷﾉ┞ ﾗa ｴｷゲ ﾗ┘ﾐ ;ﾐS デﾗ be reunited 
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with his dead father, which can be read as a desire for patriarchal authority. It 
represents a present lack in Jamie, but also a promise of a future of social and 
patriarchal acceptance. Representing both past and future, this paradoxical 
temporality the tower block evokes is a trope extended to the other haunted 
housing estate films.  
The Disappeared employs a visual design of a blue palette and canted framing in its 
ゲデヴ;デWｪ┞ ﾗa ;ﾐｷﾏ;デｷﾐｪ デｴW Iﾗ┌ﾐIｷﾉ Wゲデ;デW ┘ｷデｴ ; けゲWﾐゲW ﾗa ｷゲﾗﾉ;デｷﾗﾐ ;ﾐS 
;H;ﾐSﾗﾐﾏWﾐデげ ふKW┗ﾗヴﾆｷ;ﾐ cited in Gilbey, 2010), resulting in an ethereal cinematic 
world. The opening sequence introduces both setting and the filmげゲ ﾏ;ｷﾐ 
protagonist, Matthew, in a colour scheme that establishes a relationship between 
class, masculinity and space. As with Citadel, the estate structures are rinsed in blue 
and framed in tilted angles (Fig 66-69); the rinsed blue palette of The Disappeared 
hermetically seals Matthew into the cinematic world of the estate. The haunted 
housing estate, and the Hoodie Horror in general, centralises the council estate, as 
the predominant space of the films and narrative action irregularly moves outside 
of estate boundaries. This motif follows the development of British social realism 
(Hill, 2000a & 2000b) in that the presence of the underclass within the social proper 
is reduced to the territorial location of the council estate, in line with the 
stigmatizing SｷゲIﾗ┌ヴゲWゲ ﾗa デｴW ヮ┌HﾉｷI ｷﾏ;ｪｷﾐ;ヴ┞が ふゲWW けmonstrous gWﾗｪヴ;ヮｴｷWゲげ aﾗヴ 
more on this). This withdrawal from the public sphere heightens the inhabiting class 
as marginalised, and when animated within the gothic strategies of the haunted 
housing estate, animates the underclass as spectral. The colour design of both The 
Disappeared and Citadel assists the gothic configurations of this stigmatization, 
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establishing the bordering of the underclass as an abject community. Matthew has 
no job and is an unstable subject due to mental health issues, which constitutes 
ｴｷﾏ ;ゲ a;ｷﾉWS Iｷデｷ┣Wﾐ ;ﾐS ｷゲ Iﾗﾏﾏ┌ﾐｷI;デWS H┞ デｴW aｷﾉﾏげゲ Iﾗﾉﾗ┌ヴ SWゲｷｪﾐく M;デデｴW┘げゲ 
spectral-like presence wanders the estate in his dispirited attempt to solve Tom, his 
HヴﾗデｴWヴげゲが Sｷゲ;ヮヮW;ヴ;ﾐIWく TｴW aｷﾉﾏ ;SｴWヴWs to a more traditional haunting narrative 
with Matthew being haunted by Tom. As with Heartless, phantoms are positioned 
as manifestations of individual psychologies that disrupt and destabilise the private 
realm of the home.  
Citadel employs shots of the tower block as visual motifs of dread. The film opens 
with a classic haunted house shot (as described earlier) that centralises the tower 
blocks to the narrative (Figs 70-72), whilst adhering to the haunted house motif 
Curtis sees as the dwelling evincing けHヴﾗﾗSｷﾐｪ ゲWﾉa-ヮﾗゲゲWゲゲｷﾗﾐげ ふCurtis, 2008: 31). 
The angled frame distorts the structures into looming edifices, establishing the 
aｷﾉﾏげゲ ゲﾗ┌ヴIW ﾗa SヴW;S ;ﾐS IﾗSｷﾐｪ デｴW ゲヮ;IW ;ゲ ┌ﾐW;ゲ┞く TｴW ﾐ;ヴヴ;デｷ┗W ヴｴ┞デｴﾏ ヴWデ┌ヴﾐゲ 
to these shots of the tower blocks throughout the film. The continuous presence 
serves to remind this is the source of all that is malignant in the estate and provides 
the tower blocks with a form of agency, as if their very presence affects the estate 
デｴW┞ ﾗ┗Wヴゲｴ;Sﾗ┘く Oa Iﾗ┌ヴゲWが デｴｷゲ ｷゲ デｴW けｴﾗﾏWげ for the feral half-human hoodies 
who spectrally terrorise the neighbourhood. As the priest recounts to Tommy, this 
is the site of the water supply that infected the children born to a local drug addict, 
children who begat the tribe of Hoodies. A blot on the landscape is transformed 
into a pulsating malevolence, its very presence an actual poison to the locale. The 
extra-filmic disgust consensus of the Hoodie and council estate are configured here 
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into a contaminating haunting narrative of an intergenerational, degenerative 
underclass. Thus, the film etches the tower with the narrative of the underclass as 
abject に their deviancy embedded in the structures に and constructs it as a 
structural conduit of the failure of socialist values.    
The off-kilter framing is complimented with a blue washed palette in a visual design 
that emphasises the council estate as abandoned, isolated and neglected. The blue-
ｪヴW┞ ┘;ゲｴｷﾐｪ ﾗa デｴW aｷﾉﾏげゲ Iﾗﾉﾗ┌ヴ ゲIｴWﾏW W┝デWﾐSゲ デｴWゲW Iｴ;ヴ;IデWヴｷゲデｷIゲ ｷﾏH┌WS 
within the tower blocks to the surrounding estate, establishing it too as an eerie 
ﾉﾗI;ﾉW ;ﾐS ;SSｷﾐｪ デﾗ デｴW aｷﾉﾏげゲ WWヴｷW デﾗﾐWく ESWﾐゲデﾗ┘ﾐが デｴW Wゲデ;デW ┘ｴWヴW Tﾗﾏﾏ┞ 
lives and the site of the tower blocks, is empty of residents, apart from Tommy and 
his daughter, Elsa. The irony of the meaning of Eden is not lost. The desolation of 
デｴｷゲ S┞ゲデﾗヮｷ;ﾐ ┗ｷゲｷﾗﾐ ﾗa ゲﾗIｷ;ﾉ ｴﾗ┌ゲｷﾐｪ ┘ﾗヴﾆゲ デﾗ ｷﾐデWﾐゲｷa┞ Tﾗﾏﾏ┞げゲ ｷゲﾗﾉ;デｷﾗﾐ ;ﾐS 
vulnerability, conditions often associated with the gothic heroine. If we approach 
┘ｴ;デ ｷゲ WWヴｷW ┌ゲｷﾐｪ FｷゲｴWヴげゲ IﾗﾐIWヮデｷﾗﾐ ﾗa デｴW デWヴﾏ ;ゲ ; けa;ｷﾉ┌ヴW ﾗa ヮヴWゲWﾐIWげ ふFｷゲｴWヴが 
2016: 62), the estate is eerie because where there should be people, a community, 
there is no-one. Fisher elaborates further that the mode of the eerie is often 
associated with certain structures and locales, such as ruins or abandoned edifices 
(62). As with the blue palette of the The Disappeared, the making eerie of the 
estates in Citadel is an explicit strategy to reconfigure the recognisable council 
estate as strange, as in the tradition of the gothic. 
The lack of presence and the silence of emptiness, washed in blue, reinforces 
Edenstown as a forgotten town (Fig 73). There is an absence. The estate no longer 
provides the function for which it was conceived, better homes for the lower 
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Iﾉ;ゲゲWゲく TｴW aｷﾉﾏげゲ W┝ヮﾉｷIｷデ ┌ゲW of the extra-filmic stigmatization of council estates 
ｷﾐ┗ｷデWゲ ;ﾐ;ﾉ┞ゲｷﾐｪ デｴW ｪﾗデｴｷI ;ﾐｷﾏ;デｷﾗﾐ ﾗa デｴW aｷﾉﾏげゲ Wゲデ;デW ┘ｷデｴｷﾐ ; ゲﾗIｷﾗ-cultural 
reading. The failure of Edenstown is the failure of a modernist project to house 
デｴﾗゲW デｴ;デ ヴWケ┌ｷヴWS ｴﾗﾏWゲが ┘ｷデｴｷﾐ けIﾗmmunitarian structures for self-HWデデWヴﾏWﾐデげ 
(Ravetz, 2001: 138). As with the contemporary demonising discourses, the failure of 
ESWﾐゲデﾗ┘ﾐ ｷゲ デｴW ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ﾗa デｴW HﾗﾗSｷWゲが けa;ヴ ヴWﾏﾗ┗WSが ｷﾐ W┝ヮWヴｷWﾐIW ;ﾐS 
┗;ﾉ┌Wゲが aヴﾗﾏ ┘ｴ;デ ｷゲ SWゲIヴｷHWS ぐ ;ゲ ゲデ;HﾉW ;ﾐS デraditional working-Iﾉ;ゲゲ ﾉｷaWげ ふヱΑンぶく 
Social housing then has become the territory of the underclass, and it is their 
culture and identity that has replaced working-class culture.  
TｴW aｷﾉﾏげゲ ;ﾐｷﾏ;デｷﾗﾐ ﾗa ┗ｷゲ┌;ﾉ WWヴｷﾐWゲゲ ﾏ;ﾆWゲ ゲヮWIデヴ;ﾉ デｴW ﾉ;ﾐSゲI;ヮW ;ﾐS デｴW 
residents. Apart from the Hoodies, there is little by which the film attempts to 
Wゲデ;Hﾉｷゲｴ デｴW aｷﾉﾏげゲ デｷﾏW ヮWヴｷﾗSく TｴWヴW ｷゲ ﾏｷﾐｷﾏ;ﾉ デWﾏヮﾗヴ;ﾉ IWヴデ;ｷﾐデ┞ ｷﾐ デｴW aｷﾉﾏく TｴW 
cinematic world is hermetically sealed in the council estate, with no outside 
influences to situate the film within a definitive historical moment. The pallid colour 
palette and deserted estate gives rise to a certain timelessness. The film is subject 
to a fluctuating temporality, as if the film could have been set at any point in the 
last half century. It is not just the space that is spectral: abandonment becomes 
temporal in the film. To be forgotten is to be left behind, to be placed in the past, 
with no presence in the present. The promise of a future embedded in social 
ｴﾗ┌ゲｷﾐｪ ;ゲ ; ┌デﾗヮｷ;ﾐ ┗ｷゲｷﾗﾐ ｷゲ I;ﾐIWﾉﾉWSく TｴW aｷﾉﾏげゲ ゲデヴ;デWｪ┞ ﾗa SWIﾉｷﾐｷﾐｪ デWﾏヮﾗヴ;ﾉ 
exposition in order to make ghostly the council estate is a gothic aestheticization of 
デｴW Wゲデ;デWげゲ ;HﾃWIデ ゲデ;デWく The film stresses the liminal status of the council estate, 
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making it present through an absence. The cinematic world of Citadel is a failed, 
out-of-time utopia, replicating the decline of social housing in millennial Britain.  
3.3.2: What is it that haunts? 
All houses are haunted に by memories, by history, of their sites, by their 
ﾗ┘ﾐWヴゲげ a;ﾐデ;ゲｷWゲ 
(Curtis, 2008: 34) 
[T]he ghost has become an increasingly appropriate metaphor for the way 
marginal populations ... haunt the everyday, living on the edge of visibility 
and inspiring a curious mix of fear and indifference 
(Blanco and Peeran, 2010: xiiii) 
As stated earlier, haunted house narratives provide scenarios of temporal 
disruption for confrontations between the house and its current residents. These 
confrontations are often associated with a crisis of perception. Familiar spaces 
become uneasy and porous interiors disorientate and rearrange objects. The 
private realm transmits a spatial anxiety that foretells a return. In the haunted 
housing estate, interiors threaten the same psychological and structural disquiet. 
However, the films deviate to positioning subjective manifestations as visitations of 
loss, of the missing and, critically for this thesis, phantasmal figures of class 
concerns that accentuate social inequalities. I focus here on Heartless and The 
Disappeared, with appropriate areas of Citadel discussed further in the Gothic 
Abject and Monstrous Geographies.  
The Disappeared ｷゲ デｴW ﾏﾗゲデ a;ｷデｴa┌ﾉ ゲデヴ┌Iデ┌ヴ;ﾉﾉ┞ デﾗ ; ｴ;┌ﾐデｷﾐｪ ﾐ;ヴヴ;デｷ┗Wく TｴW aｷﾉﾏげゲ 
ヮﾗゲｷデｷﾗﾐｷﾐｪ ﾗa Tﾗﾏげゲ ﾏ;ﾐｷaWゲデ;デｷﾗﾐゲ デﾗ M;デデｴW┘ ;ヴW ﾐ;ヴヴ;デｷ┗Wﾉ┞ ヮ;IWSが ;ﾐS ┗ｷゲ┌;ﾉﾉ┞ 
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ヮヴWゲWﾐデWS ;ゲ デﾗ ケ┌Wゲデｷﾗﾐ M;デデｴW┘げゲ ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ stability. Only with the end 
ヴWゲﾗﾉ┌デｷﾗﾐが ｷﾐ M;デデｴW┘ aｷﾐSｷﾐｪ Tﾗﾏげゲ ヴWﾏ;ｷﾐゲが SﾗWゲ デｴW aｷﾉﾏ IﾗﾐIﾉ┌SW ﾗﾐ デｴW 
W┝ｷゲデWﾐIW ﾗa ｪｴﾗゲデゲ ;ﾐS ヴWゲﾗﾉ┗W M;デデｴW┘げゲ Iヴｷゲｷゲ ﾗa ゲ┌HﾃWIデｷ┗ｷデ┞く Tﾗﾏげゲ ゲヮWIデヴ;ﾉ 
presence is not only a request for Matthew to find him and to act as a harbinger of 
justice, H┌デ ｷデ ;ﾉゲﾗ ゲWヴ┗Wゲ ;ゲ ;ﾐ WデｴWヴW;ﾉ ﾏ;デWヴｷ;ﾉｷ┣;デｷﾗﾐ ﾗa M;デデｴW┘げゲ ｪ┌ｷﾉデ ;ﾐS ﾉﾗゲゲく 
Fﾉ;ゲｴH;Iﾆゲ Wﾉ;Hﾗヴ;デW ｴﾗ┘ Tﾗﾏ ┘;ゲ ｷﾐ M;デデｴW┘げゲ I;ヴW デｴW ﾐｷｪｴデ ｴW ┘Wﾐデ ﾏｷゲゲｷﾐｪが 
and hostilities between Matthew and his father, Jake, constructed in framed spatial 
tensions (Fig 74 and 75ぶが Iﾗﾐ┗W┞ M;デデｴW┘げゲ ｪ┌ｷﾉデ ;ﾐS ｴｷゲ a;デｴWヴげゲ Hﾉ;ﾏｷﾐｪく Tﾗﾏげゲ 
ghost disrupts temporality and space and manifests itself through homely objects 
;ﾐS ヮﾗゲゲWゲゲｷﾗﾐゲが ﾏﾗデｷaゲ ﾗa デヴ;Sｷデｷﾗﾐ;ﾉ ｪｴﾗゲデﾉ┞ ﾐ;ヴヴ;デｷ┗Wゲく M;デデｴW┘ aｷヴゲデ ｴW;ヴゲ Tﾗﾏげゲ 
┗ﾗｷIW ┘ｴｷﾉW ┘;デIｴｷﾐｪ ; ヴWIﾗヴSｷﾐｪ ﾗa J;ﾆWげゲ デWﾉW┗ｷゲｷﾗﾐ ;ヮヮW;ﾉく TｴW aｷﾉﾏ Iﾗﾐゲデヴ┌Iデゲ 
a┌ヴデｴWヴ Tﾗﾏげゲ ゲヮWIデヴ;ﾉ ヮヴWゲWﾐIW デｴヴﾗ┌ｪｴ ﾏﾗ┗ｷﾐｪ デﾗ┞ゲ ｷﾐ デｴW aﾉ;デが ｪヴ;ヮヮﾉｷﾐｪ ┘ｷデｴ 
Matthew,  and appearances around the estate (Fig 76-80). Labyrinths and darkened 
passageways of the haunted house are exchanged here for basement laundry 
rooms and shop windows (Fig 81)く WｴｷﾉW Tﾗﾏげゲ ヮヴWゲWﾐIW ﾏWSｷ;デWゲ ﾃ┌ゲデｷIW ;ﾐS 
resolution, his killer and other spirits of the estates are critical in how the haunted 
ｴﾗ┌ゲｷﾐｪ Wゲデ;デW ｷゲ ; ┗ｷゲｷﾗﾐ ﾗa ; ﾏ;ヴｪｷﾐ;ﾉｷゲWS Iﾉ;ゲゲく Tﾗﾏげゲ ﾆｷﾉﾉWヴが ゲﾗIｷ;ﾉ ┘ﾗヴﾆWヴ ASヴｷ;ﾐ 
Ballan, is also the killer of local psychic Shelley Cartwright and her daughter, 
Rebecca. Ballan, the film resolves, is a human incarnation of a known murderer 
aヴﾗﾏ デｴW ヮヴW┗ｷﾗ┌ゲ IWﾐデ┌ヴ┞が ; ゲヮWIデヴ;ﾉ ヮヴWS;デﾗヴ ﾗa デｴW ┗┌ﾉﾐWヴ;HﾉWく Aﾏ┞が M;デデｴW┘げゲ 
young neighbour and friend, committed suicide to escape an abusive father. The 
spirits of the estate are the most vulnerable in society. To return to a political and 
cultural approach, if we accept the housing estate as social vision of betterment for 
the most vulnerable, then the ghosts of The Disappeared articulate the symbolic 
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socio-ヮﾗﾉｷデｷI;ﾉ ┗ｷﾗﾉWﾐIW IﾗﾏﾏｷデデWS ;ｪ;ｷﾐゲデ ゲﾗIｷWデ┞げゲ ┗┌ﾉﾐWヴ;HﾉWく Aヮヮﾉ┞ｷﾐｪ EヴﾐWゲデ 
JﾗﾐWゲげs assertion that haunting is a desire for a reunion, a form of vengeful 
nostalgia (Jones, 1951: 100), then the ghosts here project a wish for the 
marginalised to be made visible, to be given a voice. Whereas Citadel condemns an 
ｷﾐデWヴｪWﾐWヴ;デｷﾗﾐ;ﾉ ┌ﾐSWヴIﾉ;ゲゲ ;ゲ ヴW┗ﾗﾉデｷﾐｪが デｴW I;┌ゲW ﾗa デｴW Wゲデ;デWげゲ ｷﾉﾉゲが The 
Disappeared presents the underclass as a grouping subjugated to social hostilities 
and symboliI ┗ｷﾗﾉWﾐIWく WｴｷﾉW デｴW aｷﾉﾏげゲ Iﾗﾐaｷｪ┌ヴ;デｷﾗﾐ ﾗa デｴｷゲ Iﾉ;ゲゲ ;ゲ ┗ｷIデｷﾏゲ ﾗa 
poverty, abuse and violence is problematic in that it perpetuates stigmatization and 
the abject status of the class, the film yet highlights the abject process of 
subjugation to which the underclass is subject.  
J;ﾏｷWげゲ ┗ｷゲｷﾗﾐ ﾗa ｴｷゲ けﾗデｴWヴ ｴﾗﾏWげ ;デ CWﾐSヴｷﾉﾉﾗﾐ デﾗ┘Wヴ ｷﾐ Heartless, is a gothic and 
grotesque manifestation of an inversion of home and of the fairy-tale, a 
preoccupation of the film, that offers transformation and a future for Jamie. It is a 
realisation of a private realm imbued with a paradoxical temporality that further 
SWゲデ;HｷﾉｷゲWゲ J;ﾏｷWげゲ ゲ┌HﾃWIデｷ┗ｷデ┞ ;ﾐS ヮヴWゲWﾐデゲ ｴｷﾏ ;ゲ IﾗﾐデWﾏヮﾗヴ;ヴ┞ ﾏ;ﾉW CｷﾐSWヴWﾉﾉ;く 
In an early montage sequence, Jamie is framed sleepless in his bed as the camera 
slowly wanders, by panning, through his bedroom. The camera privileges the 
audience pictures of scenes from fairy tales that proliferate the walls, and fairy-tale 
figurines seated around his room, visuals that invite the audience to conceptualise 
JamｷWげゲ ヮゲ┞Iｴﾗﾉﾗｪ┞く TｴW ゲIWﾐW Iﾗﾐﾃ┌ヴWゲ Hﾗ┞ｴﾗﾗS a;ﾐデ;ゲｷWゲ ;ﾐS aヴ;ﾏWゲ J;ﾏｷW ;ゲ 
rejecting transition into manhood and psychologically and temporally existing 
elsewhere as well as making explicit the film functioning as a contemporary fairy-
tale. His bedroom is a psychologised space and narrative cursor, portentous of 
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future narrative events of fantastic beings, magic and transformation, and signifying 
J;ﾏｷWげゲ ┌ﾐゲデ;HﾉW ヮゲ┞IｴWく TｴWゲW ┗ｷゲ┌;ﾉ I┌Wゲ ;ヴW ｴｷﾐデWS ;デ ｷﾐ デｴW ﾐ;ﾏW ﾗa デｴW デﾗ┘Wヴが 
けCWﾐSヴｷﾉﾉﾗﾐげ HWｷﾐｪ デｴW ﾗヴｷｪｷﾐ;ﾉ FヴWﾐIｴ デｷデﾉW ﾗa Cｴ;ヴﾉWゲ PWヴヴ;┌ﾉデげゲ CｷﾐSWヴWﾉﾉ; デ;ﾉW 
(1697/2002), while the name of the young girl, Belle, evokes Gabrielle-Suzanne de 
VｷﾉﾉWﾐW┌┗Wげゲ La Belle et la Bête (1740/2008).  
TｴW ｴ;┌ﾐデWS ｴﾗ┌ゲWげゲ ヮﾗヴﾗ┌ゲ ゲデヴ┌Iデ┌ヴWゲ Iﾗﾉﾉ;ヮゲW ┌ﾐSWヴ J;ﾏｷWげゲ ┌ﾐゲデ;HﾉW ┗ｷゲｷon, as 
デｴW aﾉ;デ ｷゲ ; ﾉｷデWヴ;ﾉ ｷﾐ┗Wヴゲｷﾗﾐ ﾗa J;ﾏｷWげゲ ﾗ┘ﾐ ｴﾗﾏWが ゲデヴｷヮヮWS H;Iﾆ ;ﾐS Hﾉ;IﾆWﾐWS デﾗ ; 
gloomy, gothic lair (Figs 82 and 83ぶく J;ﾏｷWげゲ Sｷゲデ┌ヴHWS ┗ｷゲｷﾗﾐ Iﾗﾐﾃ┌ヴWゲ P;ヮ; Bが ; 
replacement father in the figure of the Devil, who has the powers to remove the 
sデ;ｷﾐ aヴﾗﾏ J;ﾏｷWげゲ a;IW ｷﾐ ; F;┌ゲデｷ;ﾐ ヮ;Iデく J;ﾏｷWげゲ ┗ｷゲｷﾗﾐ ﾗa ; SWﾏﾗﾐｷI ┘;ゲデWﾉ;ﾐS 
culminates in this flat. The young child, Belle, who takes care of Jamie during his 
chrysalis process, is his substitute daughter. Heartless employs a traditional gothic 
style to render the very modern architectural vision that is the tower block. This 
fractured family of Papa B, Jamie and Belle is the gothic visualization of Broken 
Britain. The rhetoric of an underclass populated with broken and chaotic urban 
families, violence and brutality, is animated here in the very British tradition of the 
gothic. The grotesque is the gothic stylisation of disgust. As I previously discussed in 
デｴW ヴW┗ｷW┘ ﾗa T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが ;ﾐS ｷﾐ デｴW Iｴ;ヮデWヴ けF;ゲｴｷﾗﾐ ﾗa 
FW;ヴげが Sｷゲｪ┌ゲt is capitalised in the aestheticization of the underclass to justify moral 
condemnation of the subject, so to abject it from the social proper. In Heartless, the 
distorted family of Jamie, Papa B and Belle に a very British version of Texas 
Chainsaw Massacreげゲ LW;デｴWヴa;IW ;ﾐS a;ﾏｷﾉ┞ に is made monstrous as a grotesque 
materialisation of a broken and chaotic family. Underclass as abject meets abject 
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ゲデ┞ﾉWく Ia Sｷゲｪ┌ゲデ ｷゲ Wﾏヮﾉﾗ┞WS デﾗ けﾗデｴWヴげ デｴW ┌ﾐSWヴIﾉ;ゲゲ ｷﾐ ヮﾗヮ┌ﾉ;ヴ I┌ﾉデ┌ヴ;ﾉ SｷゲIﾗ┌ヴゲWが 
then Heartless furthers this othering through the form of the gothic and grotesque.  
To conclude, while the haunted housing estate warrants its own exploration due to 
its explicit gothic rendering of the locale, it, as with the Hoodie Horror in general, 
exploits the contemporary discourse of the Hoodie and the underclass and in so 
doing itself becomes part of the discourse. The films elide the political and social 
struggles of marginalisation into gothic subjective tales of grief and loss, 
crystallising current fears in the British consciousness into entertainment. However, 
the gothic aesthetics should not reprieve the films from political scrutiny. The 
relocation of tales of haunting to council estates as a development in the haunted 
house narrative suggests the presence of progressiveness in the haunting housing 
estate. However, such a position shrouds the reactionary nature of the films. While 
デｴW aｷﾉﾏゲ ﾏ;┞ けﾏ;ﾆW ┗ｷゲｷHﾉWげ ﾏ;ヴｪｷﾐ;ﾉｷゲWS Iﾗﾏﾏ┌ﾐｷデｷWゲが デｴｷゲ ┗ｷゲｷHｷﾉｷデ┞ ヮWヴヮWデ┌;デWゲ 
current beliefs and prejudices held against the underclass. The return to such a 
traditional form of the gothic suggests a poverty of imagination not only in a 








3.4: Harry Brown に the battleground for neoliberal citizenship 
 
[I]t is not always the pigsty, it is sometimes the pig, that is to blame  
(John Burns, quoted in Ravetz, 2001: 22) 
But as I stood in front of the mural, paying my respects to Charlie Chaplin 
and marvelling, yet again, that my picture was up there alongside his, I was 
happy to know that shortly a car would come to pick me up and take me 
back to my Surrey paradise.  
(Caine, 2010: 351). 
Walking back from informing Harry (Michael Caine) of the murder of his friend 
LWﾗﾐ;ヴSが Dく“く HｷIﾗIﾆ IﾗﾏﾏWﾐデゲ デﾗ ｴｷゲ IﾗﾉﾉW;ｪ┌W DくI Fヴ;ﾏヮデﾗﾐが けWｴ;デ ; ゲｴｷデ ｴﾗﾉWく 
Yﾗ┌ ┘ﾗ┌ﾉSﾐげデ ﾉｷ┗W ヴﾗ┌ﾐS ┌ﾐﾉWゲゲ ┞ﾗ┌ ｴ;S デﾗが ┘ﾗ┌ﾉS ┞;いげ TｴW aｷｪ┌ヴWゲ ﾗa HｷIﾗIﾆ ;ﾐd 
Frampton are framed against the drab and graffitied alleyways and stairwells of the 
housing estate, as the camera follows from a distance while they negotiate their 
┌ﾐﾐﾗデｷIWS W┝ｷデ aヴﾗﾏ デｴｷゲ Bヴ┌デ;ﾉｷゲデ ゲデヴ┌Iデ┌ヴWく HｷIﾗIﾆげゲ ケ┌Wゲデｷﾗﾐ ｷゲ デｷﾏWﾉ┞が aﾗヴ ｷデ 
explicitly crystallises an issue the film circles around throughout. What is it about 
ﾉｷ┗ｷﾐｪ ｴWヴWが デﾗ Hﾗヴヴﾗ┘ aヴﾗﾏ HｷIﾗIﾆげゲ ┗ﾗI;H┌ﾉ;ヴ┞が that is shit? The tower block and 
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Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ ｷﾐ ｪWﾐWヴ;ﾉ ｴ;┗W HWIﾗﾏW けデｴW H;ゲｷI ┗ﾗI;H┌ﾉ;ヴ┞ ﾗa Bヴｷデｷゲｴ IｷﾐWﾏ;げ 
(Burke, 2007: 177) and the setting here speaks of a cinematic realism that situates 
Harry Brown within the prevailing British social realism, traceable back to the 
documentary tradition that spawned Housing Problems (Arthur Elton and E.H. 
Anstey, 1935), Not a Penny of the Rents (Cinema Action, 1968), and The Block (Paul 
Watson, 1972). Placed within more recent examples, Last Resort, Red Road, and Nil 
By Mouth, the setting ties Harry Brown with this realist output and other Hoodie 
Horrors as films that deal with the legacy of mass-housing schemes via the tower 
block as signifier of the marginalised (Burke, 2007: 177). But while the film 
Iﾗ;ﾉWゲIWゲ ┘ｷデｴ ┘ｴ;デ B┌ヴﾆW ゲWWゲ ;ゲ ;ﾐ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ けゲデヴ┌ｪｪﾉWゲ ;ﾐS デヴ;┌ﾏ;ゲげ ﾗa 
everyday life (177), the film problematises the traditional realism by animating 
デｴWゲW けゲデヴ┌ｪｪﾉWゲげ デｴヴﾗ┌ｪｴ ; ヴW┗WﾐｪW-vigilante narrative that seeks to demonise the 
ゲヮ;IWゲ ;ﾐS Iﾗﾏﾏ┌ﾐｷデｷWゲ ﾗa デｴW Wゲデ;デW デｴヴﾗ┌ｪｴ ; ﾐWﾗﾉｷHWヴ;ﾉ ﾉWﾐゲく H;ヴヴ┞ Bヴﾗ┘ﾐげゲ 
ゲWデデｷﾐｪ ｷゲ ; けヮヴﾗHﾉWﾏ Wゲデ;デWげく The film propels the revenge narrative as a structural 
necessity through the fetishization of violence, character and setting, constructing a 
version of monstrous realism.  
TｴW ﾗヮWﾐｷﾐｪ ゲWケ┌WﾐIW ｷﾐｷデｷ;ﾉﾉ┞ ヮヴWゲWﾐデゲ ┘ｴ;デ けｷゲ ゲｴｷデげ H┞ WﾐI;ヮゲ┌ﾉ;デｷﾐｪ デｴW Wゲデ;デWげゲ 
problems as being as a result of male youth gang mentality: it thus introduces the 
philosophy of the film by establishing the estate as a dystopian site. A phone-filmed 
sequence generating gritty aesthetics introduces gang-life に drug-taking, adolescent 
violent bravado, meaningless killings and senseless loss of life に as the dominant 
violent culture of the estate, the setting of the film. The film actively exploits the 
contemporaneous neoliberal stigmatizing discourses of council estates that renders 
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ｷﾐｴ;Hｷデ;ﾐデゲ ;ゲ ; けﾐW┘ Iﾉ;ゲゲ ﾗa ヮヴﾗHﾉWﾏ ヮWﾗヮﾉWげ ふT┞ﾉWヴが 2013: 162). Indeed, central to 
デｴW aｷﾉﾏげゲ ﾐ;ヴヴ;デｷ┗W ;ﾐS ｷSWﾗﾉﾗｪ┞ ;ゲ ; HﾗﾗSｷW Hﾗヴヴﾗヴ ;ﾐS ┗ｷｪｷﾉ;ﾐデW ヴW┗WﾐｪW デｴヴｷﾉﾉWヴ ｷゲ 
ｪ;ﾐｪ ┗ｷﾗﾉWﾐIW ;ﾐS H;ヴヴ┞げゲ ┗ｷﾗﾉWﾐデ ヴWデヴｷH┌デｷﾗﾐが aヴWWｷﾐｪ デｴW Wゲデ;デW ﾗa ｷデゲ ヮヴﾗHﾉWﾏゲく 
Wｴ;デ HWデデWヴ ┘;┞ デﾗ けIﾉW;ﾐ ┌ヮ デｴW ゲデヴWWデゲげ than a vigilante narrative: he is the 
cinematic animation of punishment. The stylised framing, character development 
and performance ﾗa MｷIｴ;Wﾉ C;ｷﾐWげゲ H;ヴヴ┞が ﾏﾗ┗ｷﾐｪ けfrom an open, gentle 
expression に into one of hooded-eyed, heavy-ゲWデ ﾏWﾐ;IWげ ふBヴ;Sゲｴ;┘が ヲ009) is no 
IﾗｷﾐIｷSWﾐIWが I ;ゲゲWヴデく Iﾐ W┗ﾗﾆｷﾐｪ C;ｷﾐWげゲ W;ヴﾉ┞ ヴﾗﾉW ﾗa J;Iﾆ C;ヴデWヴが デｴW aｷﾉﾏ ;ヮヮW;ﾉゲ 
nostalgically for a bygone working-class masculinity (as explored in depth in the 
section on Men) as liberator. However, as a counter-ヮﾗｷﾐデが デｴW aｷﾉﾏげゲ IWﾐデヴ;ﾉisation 
of the structure of the estate underpass develops as a recurrent visual trope at 
ゲｷｪﾐｷaｷI;ﾐデ ﾐ;ヴヴ;デｷ┗W ヮﾗｷﾐデゲ デｴ;デ Sｷゲヴ┌ヮデゲ デｴW aｷﾉﾏげゲ ;HﾃWIデ Sﾗｪﾏ;く Iﾐ ;ﾐ ｷﾐｷデｷ;ﾉ 
sequence, Harry, desperate to reach the hospital to see his wife one last time 
before she dies, stands at the top of the path before the underpass. In a shot-
reverse shot sequence, Harry weighs up risking the intimidating underpass at night, 
with the longer, safer route of crossing the busy road above. In deciding to remain 
safe, Harry misses his chance to see his wife, as she passes away before he arrives 
at the hospital. The impact of the environment on human life will be a main strand 
of the film and is here established from the outset. To return to D.S. Hicock: what 
he verbalises is the friction the film develops and then answers between narrative 
and setting. Are the troubles of the estate due to the ill-conceived architecture of 
the housing estate, or a result of adolescent gang violence that pervades and 
controls the estate grounds?   
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The aim of this chapter, then, is to explore how Harry Brown constructs and posits 
デｴWゲW デ┘ﾗ デWﾐゲｷﾗﾐゲ ┘ｷデｴｷﾐ デｴW aｷﾉﾏげゲ ;ヴIｴｷﾐｪ ﾐWﾗﾉｷHWヴ;ﾉ ｷSWﾗﾉﾗｪ┞く Iﾐ WゲゲWﾐIWが デｴW aｷﾉﾏ 
is a reactionary piece of cinema, a film that verifies and furthers the popular 
fabrication of council estates as classed and rampant antisocial spaces, housing an 
errant underclass. But while this is the default setting for the majority of Hoodie 
Horrors, Harry Brown is conspicuous for its privileging of the underpass in the 
narrative and ｷデゲ ┗ｷゲ┌;ﾉゲく Tｴｷゲ ｷゲ デｴW ﾉﾗI;デｷﾗﾐ ﾗa LWﾗﾐ;ヴS Aデデ┘Wﾉﾉげゲ ﾏ┌ヴSWヴが ;ﾐ W┗Wﾐデ 
デｴ;デ ゲW;ﾉゲ ;ﾐS ┌ﾐﾉW;ゲｴWゲ H;ヴヴ┞げゲ Iﾗﾐ┗Wヴゲｷﾗﾐ デﾗ ┗ｷｪｷﾉ;ﾐデｷゲﾏく Iデ ｷゲ ; ゲｷデW ;ゲ ;ﾐ Wﾐデヴ┞ 
and exit to the estate that is tyrannically guarded by the local gang. The formal 
strategies of the film in utilising camera phone footage of events in the underpass, 
challenge the relationship between class, representation and filmmaking practices 
of British cinema, offering an opportunity to discuss how film style crystallises class 
representation onscreen. However, the underpass is also the site, the structural 
geography, that obstructs Harry being with his wife in her final hours, opening up 
the film to the possibility that the architecture and design of the estate is the root 
cause of its ills. The demonizing discourses of territorial stigmatization are 
challenged by the notion that the construction and design of council estates 
ヮヴｷ┗ｷﾉWｪWS ;ヴIｴｷデWIデ┌ヴW ;ﾐS ゲ┌HﾃWIデWS ヴWゲｷSWﾐデゲ デﾗ け;ヴIｴｷデWIデ┌ヴ;ﾉ a;ﾐデ;ゲｷゲWゲげ ふ‘;┗Wデ┣が 
2001: 238) that gave too little store to human relations. Could Harry Brown reject 
its initial reactionary ideology for the progressive, and expose the modernist 
venture of social housing as an architectural failure? 
IﾐデWヴ┘ﾗ┗Wﾐ ｷﾐ デｴW aｷﾉﾏげゲ ｷSWﾗﾉﾗｪ┞ ｷゲ MｷIｴ;Wﾉ C;ｷﾐWげゲ ゲデ;ヴ ヮWヴゲﾗﾐ; ﾗa ┘ﾗヴﾆｷng-class 
ｴWヴﾗく C;ｷﾐWげゲ ｴ;ヴSWﾐWS ゲﾗ┌デｴWヴﾐ ﾏ;ゲI┌ﾉｷﾐｷデ┞ ｷゲ aﾗヴｪWS ｷﾐ デｴW ┘ﾗヴﾆｷﾐｪ-class 
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landscape of London (Shail, 2004), and coalesces with the gendered class identities 
of the 1960s that have been recycled into the swaggering masculinities of the 
1990s. In Harry Brownが C;ｷﾐWげゲ Iｴ;ヴ;IデWヴ ｷゲ ; IﾗﾏヮﾉW┝ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa ;ﾐ WゲゲWﾐデｷ;ﾉｷゲデ 
stereotypical working-class masculinity, salt of the earth, honest and hard-working 
Everyman, and a vigilante who is pitched against the estate gang, members of the 
violent and parasitical underclass, in order to abject such communities from his 
けmanorげ. This narrative strategy captures what Tyler conceptualises as the political 
;ヮヮW;ﾉ デﾗが け; ﾏ┞デｴｷI;ﾉ さreal working-Iﾉ;ゲゲざ ｷﾐ ﾗヴSWヴ デﾗ ﾉWｪｷデｷﾏｷ┣W ｷデゲ ﾏﾗIﾆWヴ┞ ﾗa デｴW 
ヮﾗﾗヴげ ふTyler, 2013: 170). In the landscape of contemporary British cinema, the 
character of Harry Brown then is an ideological conductor, a figure of consent that 
legitimises the demonizing discourses. Underlining his significant relationship to the 
underpass thus establishes that locale as a transformative site housing an 
ideological struggle, of two opposing discourses that both point to not only the 
failure of social housing, but also to the passing of the Welfare State. The council 
estate here is the cinematic battleground for neoliberal citizenship in contemporary 
Britain. 
 3.4.1: Monstrous realism 
Do you know who we are? We know how to deal with people like you - we 
run this estate. No one's going to save you here. The police won't come 
round here, mate. You'll end up dead. 
(Duffy, Harry Brown) 
The monstrous realism of Harry Brown draws upon the cinematic animation of 
social housing in the cultural memory, and the transference of the stigmatizing 
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discourses of the Hoodie and council estates. It begins this project in its prologue 
section, where the formal aspects of the filmmaking reveal the strategies used to 
authenticate both demonised states に and estates. The opening sequence 
attributes problems on the estate to drug taking and gang violence. In a sequence 
shot on a phone camera, we witness a gang initiation of a teenage boy having to 
take drugs (presumably crack), and then take and hold a gun (Fig 84). The gang 
ﾏWﾏHWヴゲげ ;ﾐﾗﾐ┞ﾏｷデ┞ ｷゲ ゲWI┌ヴWS H┞ HWｷﾐｪ ﾏ;ゲﾆWS ;ﾐS ┘W;ヴｷﾐｪ ｴﾗﾗSｷWゲが ;ﾐS デｴW 
setting seemingly anonymous also, apart from graffitied walls. Later events in the 
film reveal the identities of some gang members and the setting to be the 
underpass, the central location of the film. In a sudden edit, the action is 
transported to outside as the teenage drugged-up boy is riding shotgun with 
another on a scooter around the estate gangways to the surrounding park. The 
camera phone whirls round the action and setting in frenzied and unhinged motion, 
reminiscent of handheld shots of found footage texts, such as Paranormal Activity 
(Oren Peli, 2007) and The Blair Witch Project (Daniel Myrick and Eduardo Sánchez, 
1999) (Fig 85 and 86). On seeing a young mother with a pram, the gang members 
stop, and the boy pulls out the gun and starts shooting excitedly, eventually hitting 
and injuring the woman. Speeding away, the boys drive into the path of an 
oncoming truck and are fatally injured. The camera phone captures all and is left 
lingering on the ground filming the lifeless bodies in a long take (Fig 87). While this 
sequence as expﾗゲｷデｷﾗﾐ ｷゲ ｷﾏヮﾗヴデ;ﾐデ デﾗ デｴW aｷﾉﾏげゲ ｷSWﾗﾉﾗｪ┞ ;ﾐS ﾐ;ヴヴ;デｷ┗W ｷﾐ IヴW;デｷﾐｪ 
the stigmatizing discourses as previously touched upon に discourses I shall return to 
に the use of camera phone as a filming strategy requires dissecting also.  
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Whilst camera phones appear in other Hoodie Horrors, most notably Eden Lake and 
Ill Manors, the opening sequence of Harry Brown incorporates the camera into the 
SｷWｪWゲｷゲが デｴ┌ゲ Hﾉ┌ヴヴｷﾐｪ デｴW Hﾗ┌ﾐS;ヴｷWゲ HWデ┘WWﾐ デｴW aｷIデｷﾗﾐ;ﾉ ;ﾐS けヴW;ﾉげ ┘ﾗヴﾉS ｷﾐ ; 
similar way the found footage sub-genre operates. Cecilia SayaSげゲ ;ヴデｷIﾉW ﾗﾐ デｴW 
found footage horror, focussing on the Paranormal Activity franchise, investigates 
how framing (both figuratively and stylistically) as a device disrupts the partition 
between reality and film (Sayad, 2016). In situating the form of the film series 
within its relationship to both horror and documentary, Sayad proposes that by 
understanding how the films stretch the frame beyond the generic markers of the 
ｴﾗヴヴﾗヴ aｷﾉﾏｷI ┘ﾗヴﾉSが ┘W I;ﾐ ;ヮヮヴWIｷ;デW ｴﾗ┘ デｴW aヴ;ﾏW ﾗaaWヴゲ ; SW┗WﾉﾗヮﾏWﾐデ ｷﾐ けデｴW 
ゲデ┌S┞ ﾗa ｴﾗ┘ ヴW;ﾉｷデ┞ ｷヴヴ┌ヮデゲ デｴW ｴﾗヴヴﾗヴ aｷﾉﾏげ ふヶヶぶが ;ﾐS デｴ┌ゲ デｴW SW┗WﾉﾗヮﾏWﾐデ of the 
horror genre. While there is as yet little scholarship on the use of camera phones in 
film, Sayadげゲ ┘ﾗヴﾆ ﾗﾐ デｴW aﾗ┌ﾐS-footage provides a valuable springboard in 
understanding the use of the camera phone in Harry Brown. Whilst we can 
understand how the use of the camera phone works to document, audio and 
visually, the violent events of the film, the function of documentation of the real is 
problematic. Using the camera phone serves to inject a sense of realism, harking 
back to the documentary tradition, albeit with a contemporary aesthetic, into the 
narrative and gives a sense of identity of the underclass, yet it is also within this 
that monstrous realism に the horror に can be located. In following Sayadげゲ 
argument that the frame in the found-footage is incapable of demarcating or 
containing the territory it surveys, the use of camera-phone in the opening 
sequence here makes explicit the existence of the extra-filmic discourse of the 
Hoodie and the council estate as an anti-social space に and the filmげゲ ﾆﾐﾗ┘ﾉWSｪW ﾗa 
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デｴWゲW a;Iデゲく TｴW ｷﾐゲデ;Hｷﾉｷデ┞ ﾗa デｴW aヴ;ﾏW ｴWヴW ゲヮW;ﾆゲ ﾗaが ;ﾐS デﾗが ; けヴW;ﾉｷデ┞げ HW┞ﾗﾐS 
the film frame.  
‘Wヮﾗヴデゲ ﾗa デｴW Iヴ;┣W ﾗa けｴ;ヮヮ┞ ゲﾉ;ヮヮｷﾐｪげ HWｪ;ﾐ デﾗ ;ヮヮW;ヴ ｷﾐ デｴW Bヴｷデｷゲｴ ﾏWSｷ; aヴﾗﾏ 
;ヴﾗ┌ﾐS ヲヰヰヵく けH;ヮヮ┞ ゲﾉ;ヮヮｷﾐｪげ ┘;ゲ ;ﾐ ｷﾐSｷゲIヴｷﾏｷﾐ;デW ;デデack or assault on an 
unwitting victim filmed on a mobile phone, with the resultant footage frequently 
uploaded to the internet or shared via social media. While the craze may have 
begun as acts of comedy (the craze could be seen as loosely influenced by 
programmes such as Jackass (2000-2002) and Dirty Sanchez (2002- )), the resultant 
moral panic grew out of serious assaults and deaths as a result of these assaults, 
with the murder of David Morley being one of the first reported (Anon, 2005d: 11). 
The narrative of Harry Brown employs this extra-filmic device in the killing of 
Leonard Atwell, as the gang captures themselves joyfully murdering Leonard in the 
underpass.  
The opening sequence though moves beyond narrative advancement. Approaching 
this sequence as exposition, the film establishes teenage gang mentality as the 
overriding threat to life on the council estate in the cinematic world, at the same 
デｷﾏW ;ゲ ｷゲ ｷデ ﾃ┌ゲデ ;ﾐ W┗Wヴ┞S;┞ ﾗII┌ヴヴWﾐIW デｴWヴWく Iデ ;ﾉゲﾗ Iﾗﾐゲデヴ┌Iデゲ デｴW aｷﾉﾏげゲ 
neoliberal ideology by adhering to the extra-filmic stigmatizing discourse of council 
Wゲデ;デW ;ゲ ﾏWデﾗﾐ┞ﾏ aﾗヴ けヮヴﾗHﾉWﾏ ヮWﾗヮﾉWげく TｴW ┌ゲW ﾗa デｴW I;ﾏWヴ; ヮｴﾗﾐW デﾗ ヴWIﾗヴS 
the gang initiation and deaths seeks to draw upon a documentary aesthetic, and act 
as an audio-visual documentation of the events, loosening the boundaries between 
the fictional diegesis and the surrounding world. Although the fiction of the film 
adheres to some narrative continuity in later referring to the events, since the 
 228 
murder of the mother is included as a radio morning news item in the succeeding 
scene as Harry wakes, and the audience later recognise the voice of Noel Winters 
and the setting of the underpass, the ontological status of this footage is uncertain. 
There is no explanation as to how the footage came to be けaﾗ┌ﾐSげ ﾗヴ ｷﾐIﾗヴヮﾗヴ;デWS 
into the fictional world. While this could be an opportunity to philosophise about 
the notion of film and cinema, that is not within the scope of this thesis. Rather I 
adopt an abridged approach and contend the use of filming on a camera-phone 
separates the opening sequence to an extent, thus positioning it as a prologue to 
デｴW aｷﾉﾏが ;ﾐ ﾗ┗Wヴ;ヴIｴｷﾐｪ aヴ;ﾏW┘ﾗヴﾆ デｴヴﾗ┌ｪｴ ┘ｴｷIｴ デﾗ ;ヮヮヴﾗ;Iｴ デｴW aｷﾉﾏげゲ W┗Wﾐデゲが 
genre and politics.  
Paradoxically, the footage resides within the diegesis, but also outside it. It 
functions as a form of documentary footage, establishing territorial stigma as 
;┌デｴWﾐデｷI ;ﾐS けヴW;ﾉげが H┌デ ;ﾉゲﾗ ;ゲ デｴW aｷIデｷﾗﾐ;ﾉ ┘ﾗヴﾉS ﾗa Harry Brown. The camera-
ヮｴﾗﾐW ﾏﾗHｷﾉｷゲWゲ デｴW ;┌SｷWﾐIWゲげ ﾆﾐﾗ┘ﾉWSｪW ;ﾐS ;┘;ヴWﾐWゲゲ ﾗa デｴW a;Iデ┌;ﾉｷデ┞ ﾗa デhe 
ﾏWSｷ; SｷゲIﾗ┌ヴゲWゲ ﾗa けｴ;ヮヮ┞ ゲﾉ;ヮヮｷﾐｪげが HﾗﾗSｷWゲ ;ﾐS Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲが W┗ﾗﾆｷﾐｪ ヴW;ﾉ 
people and ordinary lives outside of the fictional world. Midway through the 
sequence, an anonymous Hoodie (who we later learn to be Noel Winters), directly 
addresses the caﾏWヴ;く HﾗﾉSｷﾐｪ ┌ヮ ; ｪ┌ﾐ デﾗ デｴW I;ﾏWヴ; ヮｴﾗﾐWが ｴW デWゲデｷaｷWゲが けデｴｷゲ ｷゲ 
ｴﾗ┘ ┘W ヴﾗﾉﾉげ ふFｷｪ 88). Rather than positioning this as a breaking of the fourth wall, 
this address inserts the publicly imagined underclass and Hoodie identity directly 
into the film, as a masked, threatening, anonymous figure. This marks a direct 
transfer of the national abject from the media and political rhetoric. The footage 
speaks of what Sayad sees as symptomatic of our time in that we live in an era of 
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filming and broadcasting ourselvWゲが デｴ┌ゲ けデ┌ヴﾐｷﾐｪ ﾗa W┗Wヴ┞S;┞ﾐWゲゲ ｷﾐデﾗ ゲヮWIデ;IﾉWげ 
(Sayad, 2016: 49). Drawing upon an extra-filmic rhetoric of class, space and age 
through its invocation of the urban, feral youth, the film transforms a means of self-
ｷSWﾐデｷaｷI;デｷﾗﾐ ｷﾐデﾗ デｴW aｷﾉﾏげゲ ;WゲデｴWデｷI ヴW;ﾉｷゲ;デｷﾗﾐ ﾗa Iﾉ;ゲゲ aﾗヴﾏ;デｷﾗﾐき デｴｷゲ ｷゲ デｴW aｷﾉﾏげゲ 
animation of the Hoodie. Sayadげゲ ┘ﾗヴSゲ I;ﾐ HW ┌ゲWS デﾗ ｷﾐSｷI;デW ｴﾗ┘ デｴW デ┘ﾗ 
realisms に the social realist tradition and the abject discourses に are animated in 
Harry Brown. The film can sit within what I argue to be an overarching trajectory of 
contemporary British social realism, in that spectacle に excessive representations, 
dramatic storytelling, monstrous miserablism に is employed more persistently in 
contemporary texts as a slice of life. Spectacle, in the forms of violence, identity, 
events, is the everyday. As established in the introduction, the more abject the site, 
the more excessive the representation. And as Tyler sets forth in her construction 
of the national abject, these figures are distorted and fetishized in order to 
ﾉWｪｷデｷﾏｷゲW ヮ┌HﾉｷI IﾗﾐゲWﾐデ aﾗヴ けヮ┌ﾐｷデｷ┗W ｪﾗ┗WヴﾐﾏWﾐデ;ﾉ ﾏW;ゲ┌ヴWゲげ ふT┞ﾉWヴ ヲヰヱンぎ ヱヰぶく Iﾐ 
Harry Brownが デｴW けW┗Wヴ┞S;┞げ ｷゲ Iﾗﾐゲデヴ┌IデWS ;ゲ デｴW S;ｷﾉ┞ ｪヴｷﾐS ﾗa ｪ;ﾐｪ ┗ｷﾗﾉWﾐIWく 
Despite the spectacularisation of anti-social behaviour on offer in the film, the 
onscreen violence of Harry Brown is conceptualised as normative, as expected 
because it resonates with extra-filmic rhetoric of council estates. 
Tｴｷゲ ﾗヮWﾐｷﾐｪ aﾗﾗデ;ｪW ;ﾉゲﾗ ゲWWﾆゲ デﾗ ｷﾐデヴﾗS┌IW デｴW aｷﾉﾏげゲ ﾐWﾗﾉｷHWヴ;ﾉ ｷSWﾗﾉﾗｪ┞ H┞ 
resonating with the politics of both New Labour and the Conservative party at that 
time, which decoupled estate issues from the effects of economic policies or 
fortunes of the nation and attached them to the irresponsible living of their 
Iﾗﾏﾏ┌ﾐｷデｷWゲく Iﾐ ｴｷゲ ヱΓΓΑ けﾐﾗ aﾗヴｪﾗデデWﾐ ヮWﾗヮﾉWげ ゲヮWWIｴが SWﾉｷ┗WヴWS ;デ デｴW ┗Wヴ┞ 
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location used for Harry Brown, the Aylesbury Estate, Tony Blair vowed to return the 
┘ﾗヴﾆﾉWゲゲ Iﾉ;ゲゲ aヴﾗﾏ Wゲデ;デWゲ けSWヮWﾐSWﾐデ ﾗﾐ HWﾐWaｷデゲ ;ﾐS デｴW Hﾉ;Iﾆ WIﾗﾐﾗﾏ┞ ぐ 
┘ｴWヴW デｴW HｷｪｪWゲデ Wﾏヮﾉﾗ┞Wヴ ｷゲ デｴW Sヴ┌ｪゲ ｷﾐS┌ゲデヴ┞げ (Blair, 1997) to the formal 
economy. Over ten years later, David Cameron, appropriating social reform for the 
CﾗﾐゲWヴ┗;デｷ┗W P;ヴデ┞ ｷﾐ I;ﾉﾉｷﾐｪ aﾗヴ ; ﾐW┘ ﾏﾗヴ;ﾉｷデ┞ デﾗ aｷ┝ BヴﾗﾆWﾐ Bヴｷデ;ｷﾐ Iﾉ;ｷﾏWSが けゲﾗIｷ;ﾉ 
problems are often the consequences of the choices that yo┌ ﾏ;ﾆWげ ふC;ﾏWヴﾗﾐが 
2008). The surface realism of calls of both for communalism belies the neoliberal 
strategy of refashioning social ills as a matter of individual responsibility.   
The use of the camera phone further serves to authenticate stylistically what is 
ゲWWﾐ ﾗﾐゲIヴWWﾐ ;ゲ けヴW;ﾉげく TｴW I;ﾏWヴ; ヮｴﾗﾐWげゲ ｪヴ;ｷﾐ┞ IｷﾐWﾏ;デﾗｪヴ;ヮｴ┞ ;ﾐS ｴ;ﾐSｴWﾉS 
form falls in line with a documentary aesthetic, giving weight to the sequence and 
film as a form of realism. The documentation of gang violence of and drug-taking 
speaks of an engagement with social issues, a territory traditionally associated with 
social realism in British cinema, albeit one animinated here as self-broadcasting. 
TｴW ;ﾉｷｪﾐﾏWﾐデ ﾗa aﾗヴﾏ ;ﾐS IﾗﾐデWﾐデ ┘ｷデｴｷﾐ ; ヮヴ;IデｷIW ﾗa ヴW;ﾉｷゲﾏ ;ﾐS デｴW けヴW;ﾉげが 
situates the sequence, and the film as a whole, as a variation of social commentary, 
thus aligning it within the lineage of film-making practices of British social realism. 
The opening sequence of Harry Brown is symptomatic of the monstrous realism of 
the Hoodie Horror cycle, in that it imbues the strategies of realism with a neoliberal 
ideology that seeks to cinematically spacialise class discourse by the othering of the 
underclass. The camera phone as documenting tool dissolves the boundaries 
between fiction and extra-filmic, authenticating abject discourse as real. 
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3.4.2: The underpass 
To them out there, this is just entertainment.  
(Harry, Harry Brown) 
The abject discourse of council estates constructed in the prologue is continued 
throughout the film, but increasingly associated with the underpass as the narrative 
progresses. As mentioned previously, narrative continuity bridges the prologue and 
the rest of the film through the radio news bulletin in the immediate succeeding 
scene. The camera, close to Harry Brown, captures him in a close-up, listening to 
the radio as he lies awake in bed before rising. At the close of that day, Harry hears 
noises on the estate and draws back his curtains to look out. The film cuts to frame 
H;ヴヴ┞げゲ ┗ｷW┘ aﾗヴ デｴW ;┌SｷWﾐIWが ;ﾐS we see youths at a distance below vandalising a 
parked car. The visuals offer no explanations to motive, but rather present the gang 
as feral and participating in anti-social behaviour as a means of entertainment. We 
ﾉ;デWヴ ﾉW;ヴﾐ デｴｷゲ ｷゲ H;ヴヴ┞げゲ ;ゲゲ┌ﾏヮデｷﾗﾐ, and as he is the ideological conductor, the 
film asks the audience to accept this stigmatizing view. As the car alarm sounds, the 
male owner comes out to challenge the gang. The youths viciously attack the car 
owner, beating him to the ground and leaving him in a pool of blood as his wife 
runs to his rescue. As the youths flee, the woman continues to cry out for help as a 
trickle of neighbours come to their aid. The scene cuts to the camera facing 
upwards to Harry peering out of his window in a longshot, slowly closing his 
curtains. No-ﾗﾐW WﾉゲW ﾉﾗﾗﾆゲ ﾗ┌デ ﾗa デｴW ヴﾗ┘ゲ ﾗa ┘ｷﾐSﾗ┘ゲ ｷﾐ デｴW I;ﾏWヴ;げゲ aヴ;ﾏW ;ゲ 
gang violence is not a periodic spectacle, but rather a daily happening, almost a 
banal one. 
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TｴW ヮ;Iｷﾐｪ ﾗa H;ヴヴ┞げゲ W┝ヮWヴｷWﾐIW ﾗa ┗ｷﾗﾉWﾐIW に both aural and visual に bookmarking 
the day and his daily routine, frames gang deviancy as an everyday reality not only 
for Harry, but also for the rest of the estate residents. In her paradigm of social 
abjection, Tyler argues that the persistent repetition of abject states in cultural 
discourses enmesh such fabrications in the notion of the everyday and become a 
normative state: abject normativity (Tyler, 2013). The preliminary scenes in Harry 
Brown construct estate violence as normative by aligning it with the structural pace 
of the film, the repetition of the daily, entwining it with the daily rhythms of Harry 
;ﾐS デｴW Wゲデ;デWく Oa Iﾗ┌ヴゲWが デｴW ゲﾗIｷ;ﾉ ヴW;ﾉｷゲデ デヴ;Sｷデｷﾗﾐ ｷゲ ;ゲゲﾗIｷ;デWS ┘ｷデｴ けaヴ;ﾏｷﾐｪ デｴW 
ﾉｷ┗Wゲ ﾗa デｴW ヴW;ﾉげ ┘ｷデｴｷﾐ デｴWｷヴ けヴW;ﾉ Wﾐ┗ｷヴﾗﾐﾏWﾐデゲげ ふFﾗヴヴWゲデが ヲヰヱンぎ ヱヶぶ ;ﾐS with the 
impact of said environmental factors on identity (Hallam and Marshment, 2000: 
184), offering a slice of life ｷﾐ ﾗヴSWヴ デﾗ けヴWSヴWゲゲ ゲﾗIｷ;ﾉ ;ﾐS ヴWヮヴWゲWﾐデ;デｷﾗﾐ;ﾉ 
ｷﾐWケ┌;ﾉｷデｷWゲ ｷﾐ ヴWﾉ;デｷﾗﾐ デﾗ Iﾉ;ゲゲげ ふL;┞が ヲヰヰヲぎ ヱヵぶく Iﾐ Harry Brown, observational 
camerawork of the British realist canon gives way to the stylistic practices of genre 
filmmaking, in a variation on the tradition with a style that claims to render a 
realism, no matter how problematic. However, the redressing of class in Harry 
Brown seeks to reinstate the imagined working-class of the worthy, the hard-
┘ﾗヴﾆｷﾐｪが ;ﾐS デｴW ┌ヮヴｷｪｴデが ;ﾐS デﾗ ;HﾃWIデ デｴW けヮ;ヴ;ゲｷデｷI;ﾉが ヮ;デｴﾗﾉﾗｪｷI;ﾉ ┌ﾐSWヴIﾉ;ゲゲげ 
ふT┞ﾉWヴが ヲヰヱンぎ ヱΑヰぶが ; ﾐ;ヴヴ;デｷ┗W ゲデヴ;デWｪ┞ デｴ;デ ヴWゲﾗﾐ;デWゲ ┘ｷデｴ NW┘ L;Hﾗ┌ヴげゲ ヴWSWゲｷｪﾐ 
of citizenship that sought to e┝ヮ┌ﾐｪW デｴﾗゲW ┌ﾐ┘ｷﾉﾉｷﾐｪ デﾗ WﾏHヴ;IW デｴW けHﾗﾐSゲ ﾗa Iｷ┗ｷﾉ 
ゲﾗIｷWデ┞げ ふBﾉ;ｷヴ, 1997).  
‘WｷﾐaﾗヴIｷﾐｪ デｴｷゲ IｷﾐWﾏ;デｷI ﾏWゲゲ;ｪW ;ﾐS デｴW ヴｷｪｴデWﾗ┌ゲﾐWゲゲ ﾗa H;ヴヴ┞げゲ ┗ｷｪｷﾉ;ﾐデW 
;Iデｷﾗﾐゲ ｷゲ LWﾗﾐ;ヴS Aデデ┘Wﾉﾉげゲ ﾏ┌ヴSWヴ ;ﾐS ｷデゲ aｷﾉﾏｷﾐｪく LWﾗﾐ;ヴS ｷゲ ﾏ┌ヴSWヴWS ｷﾐ デｴW 
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underpass, after confiding to Harry of his continual harassment by the local kids. 
Leonard shows Harry the bayonet he now carries, admitting he is scared, but 
Leonard is killed that night. Harry and the audience are only privileged with 
witnessing the event once he begins his acts of vengeance. Tracking the gang, Harry 
captures member Marky and tortures him until Marky hands over his phone and 
plays the footage. In a highly edited scene that draws upon character empathy, 
realist aesthetics and the fetishized discourses of council estates, Harry, and the 
audience with him, watch the harrowing events brutally unfurl. The sequence is 
constructed as the moral centre of the film. It is a scene designed to draw 
alignment between the audience and Harry, and one that reconfigures the moral 
realism associated with the social realist tradition (Higson, 1996) for a neoliberal 
revenge thriller. The morality of the film is inflected with neoliberal ideology of 
expunging the abject, disposing of the disposables, from the social proper. What we 
┘ｷデﾐWゲゲが ;ﾐS ｴﾗ┘ ┘W ┘ｷデﾐWゲゲが a┌ﾐIデｷﾗﾐゲ デﾗ ┗;ﾉｷS;デW H;ヴヴ┞げゲ ;Iデｷﾗﾐゲ ;ﾐS デﾗ 
authenticate the veracity of the stigmatizing discourses of council estates, inside 
and outside of the cinematic universe.  
In a succession of close-ups, the sequence robustly secures the frame and focus on 
Harry and the camera phone footage. Cutting between the two, the audience 
watch with Harry the horrific murder and defilement of his friend, Leonard, as the 
gang urinate on him after fatally stabbing him (Fig 89-96). In breaking the integrity 
of the frame, the mobile footage is transfigured as the fictional world in two key 
shots (Figs 91 and 93ぶが ヴWI;ﾉﾉｷﾐｪ デｴW aｷﾉﾏげゲ ヮヴﾗﾉﾗｪ┌Wが ｷﾐIﾗヴヮﾗヴ;デｷﾐｪ デｴW ﾏﾗHｷﾉW ヮｴﾗﾐW 
camera once again into the diegesis. The instability of the frame, to return to 
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Sayadげゲ ┘ﾗヴﾆが Iﾗﾉﾉ;ヮゲWゲ デｴW aｷﾉﾏ ;ﾐS デｴW ゲ┌ヴヴﾗ┌ﾐSｷﾐｪ ┘ﾗヴﾉSが ;ﾐS ﾏWヴｪWゲ デｴW W┝デヴ;-
filmic with the diegetic world. The violation of the frame paradoxically enhances 
デｴW けヴW;ﾉｷゲﾏげ ﾗa デｴW aｷﾉﾏ ;ゲ ｷデ ゲWヴ┗Wゲ デﾗ ;┌デｴWﾐデｷI;デW け┘ｴ;デ ｷゲ ﾆﾐﾗ┘ﾐげ H┞ H;ヴヴ┞ ;ﾐS by 
the audience of the underclass via the figure of the Hoodie in the fictional world. In 
a return to documenting reality, realism is not achieved by observational or 
naturalistic camerawork in Harry Brown, but rather through the act of capturing 
and witnessing events.  
If the sequence is the moral heart of the film, then the underpass is the abject 
space. The underpass is critical to the film, narratively and figuratively. Its liminal 
geography renders cinematically how Tyler conceptualises council estates as 
subject to the abject discourses, as the moral boundaries of the nation-state (Tyler, 
2013). The film constructs the underpass as a passageway between estate as a 
border zone and the wider local geography. It is within the underpass that the 
morality に the battle between Hoodie and the working-class に plays out between 
Harry and the local gang. The underpass acts as entry to those spaces that house 
;HﾃWIデ Iｷデｷ┣Wﾐゲが デｴﾗゲW ┘ｴﾗ ;ヴW けﾗHﾉｷｪWS デﾗ ｷﾐｴ;Hｷデ デｴW ｷﾏヮﾗゲゲｷHﾉW WSｪWゲ ﾗa 
ﾏﾗSWヴﾐｷデ┞げ ふMICﾉｷﾐデﾗIﾆ, 1995: Αヲぶが Sヴ;┘ｷﾐｪ デｴW Hﾗ┌ﾐS;ヴ┞ HWデ┘WWﾐ けｪ;ヴH;ｪW-can 
ヮﾗヮ┌ﾉ;デｷﾗﾐゲげ ふKｴ;ﾐﾐ;, 2009: 193) and wider society; the underpass constructs a 
binary geography of failed citizens, the undeserving inside the borders, and citizens, 
the deserving, beyond the confines of the estate. The underpass symbolises, then, 
the rhetoric of class discourse in contemporary Britain. Enmeshed with the 
┌ﾐSWヴヮ;ゲゲ ;ﾐS ┘ｷデｴ デｴW aｷﾉﾏげゲ Hヴﾗ;SWヴ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ Iﾉ;ゲゲ ｷゲ デｴW Iｴ;ヴ;IデWヴ ﾗa 
Harry and the screen persona of the actor, Michael Caine. 
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 3.4.3: Michael Caine 
  Michael Caine is Harry Brown  
(Credit sequence, Harry Brown Fig 97) 
You failed to maintain your weapon, son  
(Harry Brown) 
You should have called an ambulance for the girl  
(Harry Brown)  
TｴW ﾏﾗヴ;ﾉ ;ﾉｷｪﾐﾏWﾐデ ﾗa ;┌SｷWﾐIW デﾗ H;ヴヴ┞が ﾐWIWゲゲ;ヴ┞ aﾗヴ デｴW aｷﾉﾏげゲ ｪWﾐWヴｷI 
trajectory, is possible due to the convergence of Harry as sympathetic character 
;ﾐS MｷIｴ;Wﾉ C;ｷﾐWげゲ ゲデ;ヴ ┗;ﾉ┌Wく WｴｷﾉW デｴW ;┗Wﾐｪｷﾐｪ ﾐ;ヴヴ;デｷ┗W ヴWケ┌ｷヴWゲ ; ﾏﾗヴ;ﾉｷデ┞ デﾗ 
justify the avenｪWヴげゲ ﾏﾗデｷ┗Wゲ ;ﾐS ;Iデｷﾗﾐゲが C;ｷﾐWげゲ ゲデ;ヴ ヮWヴゲﾗﾐ; ゲWヴ┗Wゲ デﾗ ┗;ﾉｷS;デW 
デｴW aｷﾉﾏげゲ ｷSWﾗﾉﾗｪ┞ H┞ HWｷﾐｪ デｴW right kind of male to undertake abjecting the 
┌ﾐSWヴIﾉ;ゲゲが ;ﾐS デｴ┌ゲ けIﾉW;ﾐｷﾐｪげ デｴW Wゲデ;デW ﾗa ;ﾉﾉ ｷデゲ デヴﾗ┌HﾉWゲく Iﾐ H;ヴヴ┞が ｪWﾐWヴｷI 
structures unite with star history to construct an ideologically fused, yet 
romanticised and essentialist working-class masculinity.  
Pat Kｷヴﾆｴ;ﾏげゲ ;ﾐS Janet Tｴ┌ﾏｷﾐげゲ ;SSヴWゲゲ ﾗa デｴW IｷﾐWﾏ;デｷI ;ﾐｷﾏ;デｷﾗﾐ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞ 
asserts that men onscreen are sites where moral conflicts and social anxieties are 
capable of been played out, but are also gender constructions always positioned 
within, and subject to, the underlying power structures that support patriarchy 
(Kirkham and Thumin, 1995: 11). One such area of power relations is the depiction 
of class, which has critical relevance not just to British cinema of the new 
millennium, but specifically here to Harry Brown, as a film that seeks a particular 
working-class masculine identity in a period where class identities are in flux, or 
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rather subjected to the neoliberal strategies that seek to reconfigure class identity 
in different markers. As Tyler summarises, class identity has been eroded and 
ヴWIﾗﾐaｷｪ┌ヴWS ｷﾐ ; ﾉ;ﾐSゲI;ヮW ﾗa Bヴｷデ;ｷﾐが ｷデゲWﾉa デヴ;ﾐゲaﾗヴﾏWS aヴﾗﾏ ;ﾐ けｷﾐS┌ゲデヴｷ;ﾉ WﾏヮｷヴWげ 
to a neoliberaﾉ ゲﾗIｷWデ┞ けIｴ;ヴ;IデWヴｷ┣WS H┞ ﾐW┘ aﾗヴﾏゲ ﾗa ﾉ;Hﾗ┌ヴ ;ﾐS Iﾗﾐゲ┌ﾏヮデｷﾗﾐげ 
ふT┞ﾉWヴが ヲヰヱンぎ ヱΑΑぶく Aゲ Hﾗｪｪ;ヴデ ゲデ;デWゲが けIﾉ;ゲゲ SｷゲデｷﾐIデｷﾗﾐゲ Sﾗ ﾐﾗデ SｷWぎ デｴW┞ ﾏWヴWﾉ┞ 
learn new ways of expressing themselves (Hoggart, 1989: vii).  
The character of Harry is constructed as the binary opposite to the estate Hoodies. 
Where the Hoodies are feral, violent, and brutish products of uncaring and broken 
a;ﾏｷﾉｷWゲが H;ヴヴ┞ ｷゲ ;ﾐ ﾗヴSWヴWSが ヮヴﾗヮWヴﾉ┞ ;デデｷヴWSが ヴWゲヮWIデa┌ﾉ a;ﾏｷﾉ┞ ﾏ;ﾐく H;ヴヴ┞げゲ 
working-class maleness is constructed by his daily routine and the spatial 
association with home. His care in dressing himself に with laced up, shined shoes, 
and tie に ヮヴWゲWﾐデ H;ヴヴ┞ ;ゲ ; ﾏ;ﾐ ﾗa ヴﾗ┌デｷﾐW ;ﾐS Sｷｪﾐｷデ┞が ヮﾗゲゲｷHﾉ┞ ;ﾉﾉ┌Sｷﾐｪ デﾗ H;ヴヴ┞げゲ 
past spent in the marines, but also visually positioning him within the essentialist 
discourse of the working-class as honest and self-respecting (Tyler, 2013: 170). His 
friendship with Leonard, and his interactions with the police and hospital staff, 
ヴWｷﾐaﾗヴIW H;ヴヴ┞げゲ ┘ﾗヴﾆｷﾐｪ-class affiliations, by presenting him as community 
focused and able to build communal bonds, as opposed to the violent assertions of 
the Hoodies. Losing those close to him, his wife, Leonard, and as we learn, a 
daughter years before, constructs Harry as sympathetic character; his lonely figure 
is fraﾏWS ;ﾉﾗﾐW ｷﾐ ｴｷゲ aﾉ;デが ｷﾐ デｴW ﾉﾗI;ﾉ ヮ┌Hが ;ﾐS ;ゲ デｴW ゲﾗﾉW ﾏﾗ┌ヴﾐWヴ ;デ LWﾗﾐ;ヴSげゲ 
a┌ﾐWヴ;ﾉく TｴW aｷﾉﾏげゲ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa H;ヴヴ┞ ;ゲ ヴWデｷヴWS aｷｪ┌ヴW ゲｷデ┌;デWゲ ｴｷゲ ┘ﾗヴﾆｷﾐｪ-class 
credentials as something passing, something lost, but something yearned for as 
necessary in the present. Whilst Harry is surrounded by ghosts, he is also one. A 
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nostalgic longing for this working-class masculinity is fulfilled by the star history of 
MｷIｴ;Wﾉ C;ｷﾐWく Kｷヴﾆｴ;ﾏ ;ﾐS Tｴ┌ﾏｷﾐげゲ ;ﾐ;ﾉ┞ゲｷゲ デｴ;デ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ﾗa ﾏ;ゲI┌ﾉｷﾐｷデ┞ 
are subject to temporal, social and cultural provisions, malleable to the application 
of numerous ideological positions (Kirkham and Thumin, 1995: 18, 28-29), is a 
┌ゲWa┌ﾉ ;ヮヮヴﾗ;Iｴ ｷﾐ IﾗﾐデW┝デ┌;ﾉｷゲｷﾐｪ H;ヴヴ┞っC;ｷﾐWげゲ ﾏ;ゲI┌ﾉｷﾐｷデ┞く Iﾐ ;ﾐ Wヴ; ┘ｴWヴW 
white, working-class/underclass masculinity has been perceived to be impacted by 
a rapid de-industrialisation, decreased employment opportunities and at a higher 
risk of depression (Jones, 2014), such class maleness would be insufficient to 
combat the feral underclass of the film. CainWげゲ ヴWデヴﾗ-laden masculinity imbues 
Harry with a nostalgic working-Iﾉ;ゲゲ ゲ┘;ｪｪWヴが け; ゲヮWIｷaｷI ﾏ;ゲI┌ﾉｷﾐW class ｷSWﾐデｷデ┞げ 
(Shail, 2004: 73) that constructs the role of avenger and hero as a pleasurable 
spectacle, and inscribes the council estate as a proletarian sphere, overwriting its 
abject identity.  
Work undertaken by scholars (see Monk 2000a, 2000b; Smith, 2002; Dave, 2006) 
identifies a temporal tremor in the underclass masculinities of British film of the 
1990s. Films such as Trainspotting, Lock, Stock and Two Smoking Barrels and Face 
reconfigure rebellious class masculinities of the 1960s into gratifying 
contemporaneous manifestations that quiver with cultural kudos in a decade 
IﾗﾐIWヮデ┌;ﾉｷゲWS ;ゲ Cﾗﾗﾉ Bヴｷデ;ﾐﾐｷ;く C;ｷﾐWげゲ ゲIヴWWﾐ ヮWヴゲﾗﾐ; ﾗa デｴW ヱΓヶヰゲ aｷﾐSゲ Iultural 
ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ デｴWゲW ヴWデ┌ヴﾐｷﾐｪ Iﾉ;ゲゲ ﾏ;ﾉWゲく ‘ﾗHWヴデ “ｴ;ｷﾉげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa C;ｷﾐW ｷﾐ Alfie 
(Lewis Gilbert, 1966), The Italian Job (Peter Collinson, 1969) and Get Carter (Mike 
Hodges, 1971), conceptualised Caine as a variation of the working-class hero rebel, 
at ease in a working-class dominated sphere, reassuringly laddish and rooted in 
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けヮヴﾗﾉWデ;ヴｷ;ﾐ ゲ┌ヮWヴｷﾗヴｷデ┞げ ふShail, 2004: 73). While Shail notes a hardening of 
masculinity in Jack Carter, ｴW ;ﾉゲﾗ ｴｷｪｴﾉｷｪｴデゲ C;ヴデWヴげゲ ヮﾗデWﾐI┞ ;ﾐS S┞ﾐ;ﾏｷゲﾏ ふΑヵぶく 
C;ｷﾐWげゲ H;ヴヴ┞ ;ﾏ;ﾉｪ;ﾏ;デWゲ デｴWゲW ヮﾉW;ゲ┌ヴ;HﾉW ┘ﾗヴﾆｷﾐｪ-class male tropes into a 
classed masculinity that the film acknowledges, an awareness evidenced by the 
aｷﾉﾏげゲ ヮﾗゲデWヴ デｴ;デ I;ヮデ┌ヴWゲ H;ヴヴ┞げゲ S┞ﾐ;ﾏｷI ゲwagger against the symbol of a target, 
an image associated with that epitome of modernist living from the 1960s, the Mod 
(Fig 98). Harry Brown then is paradoxically progressive in his retro construction, 
injected with a youthful vigour that propels his vigilantism and broaches an affinity 
┘ｷデｴ デｴW ゲヮWIデ;デﾗヴく C;ｷﾐWげゲ H;ヴヴ┞ ヴWｷﾐ┗ｷｪﾗヴ;デWゲ C;ｷﾐWげゲ ｷIﾗﾐﾗｪヴ;ヮｴｷI ｷSWﾐデｷデ┞ aﾗヴ ; 
contemporary moment that requires a working-class masculinity as hero.  
 3.4.4: Flawed architecture  
The dream life luxury living was a pleasant No. 10 whim,  
But somewhere down the line of production, 
TｴW┞ ﾉWaデ ﾗ┌デ ｴ┌ﾏ;ﾐ HWｷﾐｪゲげ               
(けTｴW Pﾉ;ﾐﾐWヴげゲ DヴW;ﾏ GﾗWゲ Wヴﾗﾐｪげ, The Jam, 1982) 
[W]here all that is left of the high hopes of the post-war planners is derelict 
concrete.  
(Blair, 1997) 
To return to the introduction of Manors, and to the article by Burke, Harry Brown 
falls in line with other texts of British realist cinema by grappling with the legacy of 
social housing as a political and ideological project. As with many other realist 
outings, the film veers towards (vehemently) attributing responsibility and blame to 
the anti-social behaviour of the community. The film in a sense is a cinematic vision 
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of populism in contemporary Britain. However, the film also suggests visually that 
some accountability rests with the flawed architecture of misguided utopian ideals. 
The centralisation of the underpass as a narrative setting and recurring visual trope 
introduces the possibility of challenging the overriding discourse that stigmatises 
communities as abject, and replacing it with one that deems social housing as a 
failed architectural experiment.   
Harry doing battle with the underpass is a visual motif of the film, but his initial 
encounter with this crucial feature of his landscape is bathed with melancholy, as 
his decision not to risk taking the shortcut the underpass offers stops him being 
with his wife as she dies. As is a regular robust editing practice in the film, Harry is 
constructed in the frame as confronting, and being confronted with, his 
surroundings. In a succession of shots, Harry hurries through the rain and stands 
before the underpass ruminating whether to chance entering, before deciding to 
take the safe, but longer option (Figs 99-103). While the overarching creed of the 
aｷﾉﾏ ｷゲ デﾗ ﾉﾗﾗﾆ デﾗ ｴ┌ﾏ;ﾐが ﾗヴ ヴ;デｴWヴ ｷﾐｴ┌ﾏ;ﾐ ヴWﾉ;デｷﾗﾐゲが aﾗヴ デｴW Wゲデ;デWげゲ ｷﾉﾉゲが デｴｷゲ 
sequence offers an opportunity to explore other avenues, and to consider the 
impact of estate planning on the human condition.  
In her book, Council Housing and Culture, Alison Ravetz approaches social housing 
;ゲ ; ┌デﾗヮｷ;ﾐ ヮヴﾗﾃWIデが ｷSW;ﾉｷゲデｷI ｷﾐ ┗ｷゲｷﾗﾐが ┞Wデ Iﾗヴヴ┌ヮデWS ｷﾐ SWﾉｷ┗Wヴ┞ H┞ けWIﾗﾐﾗﾏｷIゲが 
H┌ヴW;┌Iヴ;I┞ ;ﾐS ヮﾗﾉｷデｷIゲげ ふRavetz, 2001: 107). In understanding how estates came 
to fail, Ravetz looks beyond the incendiary and simplistic explanations of tenant 
deviancy, to explore more complex scenarios that take in design, planning, 
provision and management, amongst other contributing factors (189). She provides 
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examples of inept planning: Broadwater Farm was constructed between 1967 and 
1970, and had to be built on stilts as the location was prone to flooding. The estate 
also included miles of walkways and decks, spaces giving rise to criminal behaviour 
ふヱΒヶぶく  LﾗﾐSﾗﾐげゲ B;ヴHｷI;ﾐが ﾉｷデデﾉW ヴWIﾗｪﾐｷゲWS ;ゲ ; Iﾗ┌ﾐIｷﾉ Wゲデ;デWが ｷﾐIﾉ┌SWS ; I┌ltural 
centre that non-residents could only find when a yellow line was painted as a guide 
(178). Ravetz assesses that estates at most risk of failing were those with 
;ヴIｴｷデWIデ┌ヴ;ﾉ aﾉ;┘ゲが SWIﾆ ;IIWゲゲ Wゲデ;デWゲ ┘ｴｷIｴ IﾗﾏHｷﾐWS けｷﾐデWヴ-locked dwellings 
with public walkways over ceilings, and ground levels given to stores and parking 
ゲヮ;IW デｴ;デ ┘WヴW ヴ;ヮｷSﾉ┞ ;H;ﾐSﾗﾐWS デﾗ ┘ヴWIﾆWヴゲげ ふヱΒΒぶく ‘;┗Wデ┣ IﾗﾐIﾉ┌SWゲ ゲ┌Iｴ 
SWゲｷｪﾐゲ IヴW;デWS けヮWI┌ﾉｷ;ヴ ｴﾗヴヴﾗヴゲげ ﾗa Wゲデ;デWゲ ふヱΒΒぶく Uﾐゲﾗ┌ﾐS SWゲｷｪﾐ Iﾗﾐゲデヴ┌IデWS 
unfamiliar geographies that confused public and private space, geographies that 
provided safe places for criminal activity. The modernism of housing projects that 
amalgamated architecture, technology and mass production, strove to apply 
;Hゲデヴ;Iデ デｴWﾗヴ┞ デﾗ ｴﾗ┌ゲｷﾐｪが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ; けゲﾗcial-cum-;WゲデｴWデｷI ヮｴｷﾉﾗゲﾗヮｴ┞げ ふヱヰΑぶが 
giving rise to large-scale housing schemes, with little acknowledgement of the 
impact on human conditions of the residents.  
The underpass in Harry Brown encapsulates the failure of this modernist vision for 
council estates and mass social housing. The function of an underpass is to connect 
the estate, by the quickest and safest means possible, to the wider community. It is 
an architectural solution for practical connectivity for estate residents, rather than 
a human one, since the people on the estates were thus isolated from their 
surroundings. It is the effects of architectural vision at the detriment to human 
relations that Harry Brown cﾗﾐIWヴﾐゲ ｷデゲWﾉa ┘ｷデｴ ;ﾐS ヮヴﾗ┗ｷSWゲ デｴW aｷﾉﾏげゲ ﾏﾗﾐゲデWヴゲく 
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The potency of feral adolescents as estate issue pushes out any significance of 
contextualising council estate within its historical development. The application of 
the generic strategies of the revenge thriller endangers Harry Brown of being the 
けSﾗｪ-┘ｴｷゲデﾉWげ ﾗa IﾗﾐデWﾏヮﾗヴ;ヴ┞ Bヴｷデｷゲｴ IｷﾐWﾏ;が Hヴｷﾐｪｷﾐｪ デﾗ ｴWWﾉ デｴﾗゲW ┘ｴﾗ ┘ﾗ┌ﾉS 
ヮﾗゲｷデｷﾗﾐ デｴW aｷﾉﾏ ;ゲ ; けゲデ;デW-of-the-ﾐ;デｷﾗﾐげ デW┝デ ｷﾐ ｷデゲ illumination of Broken Britain. 
3.4.5: Conclusion 
In my opinion our feral underclass in this country is too big, it has been 
growing, and now needs to be diminished.  
(Kenneth Clark cited in Anon, 2011a). 
TｴW ;Hﾗ┗W Iｷデ;デｷﾗﾐ ｷゲ aヴﾗﾏ KWﾐﾐWデｴ Cﾉ;ヴﾆWげゲ ゲヮWWIｴ デﾗ デｴW CﾗﾐゲWヴ┗;デｷ┗W ヮ;ヴデ┞ 
conference in 2011, just months after the London ヴｷﾗデゲく Cﾉ;ヴﾆWげゲ IﾗﾏﾏWﾐデ 
encapsulates the growing consensus of attitudes towards the poorest in the 
country in the millennium, which Harry Brown anticipates. The closing sequence of 
the film clearly rejects an alternative discourse of council estates, sites fixed in the 
national psyche as loci that affirm ideas of belonging and citizenship. The underpass 
in the film is transformed into the cinematｷI ゲｷデW デｴ;デ ┗ｷﾗﾉWﾐデﾉ┞ け┘ﾗヴﾆゲ デｴヴﾗ┌ｪｴげ 
notions of citizenship, ultimately providing consensus, through formal strategies, 
identities and representations, of a revolting underclass requiring punitive action. It 
is a filmic example of how class distinctions are culturally imagined and discursively 
reproduced in Britain.  
As the film closes, the gangs are replaced by children playing, the brown drabness 
ﾗa デｴW aｷﾉﾏげゲ ヮ;ﾉWデデW ｷゲ ヴWヮﾉ;IWS H┞ デｴW I;ﾏWヴ; ﾉﾗﾗﾆｷﾐｪ ┌ヮ デﾗ ;Iデ┌;ﾉ Hﾉ┌W ゲﾆ┞ﾉｷﾐWゲ ;ﾐS 
sunshine, and Harry Brown is able to use the underpass in line with its design (Figs 
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104-108). The colours, framing and plot unequivocally present a new dawn, and a 
ﾐW┘ S;┞が aﾗヴ Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲく H;ヴヴ┞げゲ IﾉW;ﾐゲｷﾐｪ ﾗa デｴW Wゲデ;デW ﾗa ｷデゲ ;ﾐデｷ-social 
behaviour transforms the place from abject geography to communal living space 
for the deserving working-class. Whilst I do not seek to position the film as social 
commentary, Harry Brownげゲ ゲデ┞ﾉｷゲWS ヴWﾐSWヴｷﾐｪ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ Sﾗｪﾏ; ;ﾉﾉﾗ┘ゲ ┌ゲ デﾗ 
approach how the public imaginary has shaped the dystopian discourses of council 
Wゲデ;デWゲが ;ﾐS ｴﾗ┘ ｷデ ｴ;ゲ IﾗﾏW けデﾗ aWWﾉが デｴｷﾐﾆ ;ﾐS ;Iデ ;Hﾗ┌デ Bヴｷデ;ｷﾐげゲ ヮﾗﾗヴげ ふT┞ﾉWヴが 
2013: 176).  
Aゲ ; Iﾉﾗゲｷﾐｪ ﾐﾗデW ﾗa ｷﾐデWヴWゲデが デｴW a;デW ﾗa デｴW aｷﾉﾏげゲ ゲWデデｷﾐｪ ;ﾉゲﾗ デ;ヮゲ ｷﾐデﾗ デｴW 
SWﾏﾗﾐｷゲｷﾐｪ SｷゲIﾗ┌ヴゲWゲ ;ﾐS けIﾉW;ﾐゲｷﾐｪげ ﾗa Wゲデates. As noted above, much of the film 
was shot on the Aylesbury Estate in Southwark, London, an estate that was called a 
slum on the day of its official opening ceremony (Ravetz, 2001: 186). Since the 
release of Harry Brown, however, it has been subject to an even more punishing act 
of neoliberalism. As with many other estates, Aylesbury has been the object of a 
regeneration plan relocating residents and selling the land to developers to 
construct luxury flats, with minimal allocation for social housing. The documentary, 
Dispossession: The Great Social Housing Swindle, seeks to look further than the 
demonising discourses as responsible for the demise of social housing, rather 
exploring and exposing an agenda behind the defunding, demolition and 
regeneration ﾗa Bヴｷデ;ｷﾐげゲ Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲく TｴW A┞ﾉWゲH┌ヴ┞ Eゲデ;デW ﾗa Harry Brown no 
longer exists. However, the alternative discourse of the decline of social housing as 
evinced in Dispossession and others seeks to challenge what Harry Brown abjectly 
animates.   
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3.5: Eden Lake: The urban pastoral through the lens of a rural horror  
 
How now brown cow  
(Brett, Eden Lake) 
Tｴｷゲ ｷゲ BヴWデデげゲ ｪヴWWデｷﾐｪ デﾗ JWﾐﾐ┞ ;ゲ デｴW デWWﾐ;ｪW ｪ;ﾐｪ ゲｴW ｷゲ SWゲヮWヴ;デWﾉ┞ aﾉWWｷﾐｪ デヴ;ヮ 
her in the bloody woodland nightmare. This seemingly trivial comment is actually 
one of considerable substance. Having left her fatally wounded boyfriend Steve to 
find help, and, in the process, wounding herself by stepping on a sharp implement 
that impales her foot, Jenny has her flight to escape thwarted by what in this 
hostile landscape proves to be a fault in her character: her belief in the innate 
goodness of children. Jenny, thinking that the young boy looking for bugs will lead 
her to safety out of the wood is instead deceived, and led back to Brett and his 
gaﾐｪく BヴWデデげゲ ｪﾉWWa┌ﾉ ヮヴﾗﾐﾗ┌ﾐIWﾏWﾐデ ﾗa デｴｷゲ WﾉﾗI┌デｷﾗﾐ W┝WヴIｷゲW ﾏﾗIﾆゲ JWﾐﾐ┞げゲ 
inability to escape whilst hurling back the middle-class disdain she had displayed 
towards him and the other gang members in previous scenes. Her education and 
upwardly mobile identity is of no help pitched against bored teenagers looking for 
violent play. Critically, what this one line encapsulates is indicative of the violent 
confrontation that forms the basis of the horror running throughout the film: class 
difference. This is not class in a traditional, albeit long-gone, sense of classification 
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based on earnings. Rather, the teenage gang, their families and wider community, 
are constructed within the discourse of the urban underclass, and are made abject 
through their behaviour. Eden Lake, widely accepted as a rural or backwoods horror 
film, transports an urban feral class to a rural setting. Jenny and Steve as the 
outsiders are cultured and financially mobile に model neoliberal citizens に and are 
constructed by the filmic strategies against the local community.  
The significance of this scene, then, is in how it highlights what is symptomatic of 
the mechanics of horror in Eden Lake. Rather than spawning from the geography, as 
is expected of a rural or backwoods horror film, the horror emanates from a 
discourse on class and specifically from the othering of a publicly imagined 
underclass such as the Hoodie. Correlating with the breakdown of class distinctions 
in a post-industrialist Britain, class categorisation is, to some degree, ambiguous in 
デｴW aｷﾉﾏが ;ﾐS ﾏﾗヴW ;ﾆｷﾐ デﾗ デｴW ｷSWﾐデｷデ┞ ヮﾗﾉｷデｷIゲ ﾗa ﾐWﾗﾉｷHWヴ;ﾉｷゲﾏく JWﾐﾐ┞ ;ﾐS “デW┗Wげゲ 
けIﾉ;ゲゲげ ｷゲ ﾐW┗Wヴ a┌ﾉﾉ┞ SWaｷﾐWSく Fヴﾗﾏ デｴWｷヴ Iﾗﾐゲ┌ﾏWヴｷゲﾏ ふ“デW┗Wげゲ I;ヴが ゲ┌ﾐｪﾉ;ゲゲWゲ ;ﾐS 
scuba-diving equipment), their lifestyle (weekend breaks and their desire for French 
H;ｪ┌WデデW ;ﾐS H┌デIｴWヴげゲ ゲ;┌ゲ;ｪWゲ aﾗヴ HヴW;ﾆa;ゲデぶが ;ﾐS デｴWｷヴ HWｴ;┗ｷﾗ┌ヴ ふJWﾐﾐ┞げゲ ヴWa┌ゲ;ﾉ 
to swear), the pair epitomises the neoliberalist, mobile and flexible notion of 
ゲWﾉaｴﾗﾗS H┞ ;Sﾗヮデｷﾐｪ デｴW けヴｷｪｴデげ ﾉｷaWゲデ┞ﾉWく Aゲ V;ﾉ GｷﾉﾉWゲ ゲ┌ﾏﾏ;ヴｷゲWゲが けヮヴﾗゲヮWヴｷデ┞ 
derives from the right kind of (middle-Iﾉ;ゲゲぶ ゲWﾉaげ ふGｷﾉﾉWゲ, ヲヰヰヵぎ ΒンΑぶく BヴWデデげゲ ゲヮｷデデｷﾐｪ 
ﾗa けｴﾗ┘ ﾐﾗ┘が Hヴﾗ┘ﾐ Iﾗ┘げ belittles their social mobility whilst drawing attention to 
ｴｷゲ ﾗ┘ﾐ SWaｷIｷWﾐデ ｷSWﾐデｷデ┞く Hｷゲ ;Iデｷﾗﾐゲが ｷﾐ ゲデW;ﾉｷﾐｪ “デW┗Wげゲ I;ヴが ;ﾐS Sﾗﾐﾐｷﾐｪ “デW┗Wげゲ 
sunglasses in the closing sequence, posits that social mobility for the underclass can 
only be acquired through deviancy に H┞ デ;ﾆｷﾐｪが ﾐﾗデ H┞ W;ヴﾐｷﾐｪく TｴW aｷﾉﾏげゲ ヴWﾉW;ゲW 
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S┌ヴｷﾐｪ ; デｷﾏW ┘ｴWヴW けHﾗﾗSｷWげ ┘;ゲ デｴW ヮWﾃﾗヴ;デｷ┗W ;H┌ゲｷ┗W デWヴﾏ aﾗヴ ; aWヴ;ﾉ ┌ﾐSWヴIﾉ;ゲs 
adolescent underscores that Brett becomes representative of the underclass 
masses. Indeed, the film widens the threat from the youths to encompass their 
families and the wider community, butting against sensationalist claims that the 
film highlights a British adolescence out of control. Concerns and issues of an 
underclass have traditionally been associated with a certain type of film in Britain, 
the social realist venture. The othering of the underclass in Eden Lake is constructed 
through the mechanisms of a horror film, thus fusing two central traditions of 
British cinema: the horror film, and the social realist canon.  
Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ デｴｷゲ ┗ｷW┘が ｷデ ｷゲ デｴW ｷﾐデWﾐデｷﾗﾐ ﾗa デｴｷゲ Iｴ;ヮデWヴ デﾗ ;ヴｪ┌W aﾗヴ デｴW aｷﾉﾏげゲ 
inclusion in the cycle, despite its rural setting, by highlighting the disconnect 
between narrative, location and horror. I will contextualise how the film follows the 
narrative trajectory and plot structure symptomatic of an American rural horror, as 
typified by Deliverance (John Boorman, 1972), The Texas Chain Saw Massacre, I Spit 
on Your Grave (Steven R. Monroe, 1978), and Wrong Turn (Rob Schmidt, 2003), but 
constructs the scenes of horror from the discourse of an imagined terrorizing urban 
youth as perceived in the national abject of the Hoodie. Eden Lake, due to its 
setting, appears to be the anomaly of the cycle for not being located on a council 
estate or within an urban locale. However, I will argue that its setting is something 
ﾗa ; けヴWS ｴWヴヴｷﾐｪげ ｷﾐ デWヴﾏゲ ﾗa I;デWｪﾗヴｷゲｷﾐｪ デｴW aｷﾉﾏ aﾗヴが ;ゲ ゲデ;デWS ヮヴW┗ｷously, the film 
relocates the discourse of stigmatized social housing communities to a rural setting.  
Dヴ;┘ｷﾐｪ ┌ヮﾗﾐが C;ヴﾗﾉ Cﾉﾗ┗Wヴげゲ urbanoia paradigm (Clover, 1992) and Bernice M. 
M┌ヴヮｴ┞げゲ デ;┝ﾗﾐﾗﾏ┞ ﾗa デｴW rural backwoods horror film (Murphy, 2013), I will 
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illustrate that while such approaches may account for the transnational qualities of 
Eden Lake, the approach to the Hollywood rural horror film is inadequate to analyse 
デｴW aｷﾉﾏげゲ けヴ┌ヴ;ﾉげ Iﾗﾏﾏ┌ﾐｷデ┞ ;ﾐS ｷデゲ ┗ｷﾗﾉWﾐデ HWｴ;┗ｷﾗ┌ヴく ‘;デｴWヴが Eden Lake is more 
;ﾆｷﾐ デﾗ LｷﾐSゲW┞ DWIﾆWヴげゲ IﾗﾐIWヮデ ﾗa けデヴ;ﾐゲﾐ;デｷﾗﾐ;ﾉ ｪWﾐヴW ｴ┞HヴｷSｷデ┞げ ふDWIﾆWヴが ヲヰヱヶぎ 
67-81) in that the film uses the narrative structures of an American rural backwoods 
horror film in order to create a recognisable British genre film, whilst drawing upon 
contemporary British cultural and social concerns and the tradition of British social 
ヴW;ﾉｷゲﾏく Aゲ P;┌ﾉ MIDﾗﾐ;ﾉS ｴ;ゲ ;ヴｪ┌WSが けデｴW ヮヴWゲWﾐIW ﾗa Hﾗﾉﾉ┞┘ﾗﾗS WﾐデWヴデ;ｷﾐﾏWﾐデ 
[in the UK] is just one example of how the popular imagination of UK residents is 
coﾐデｷﾐ┌;ﾉﾉ┞ aﾗヴﾏWS デｴヴﾗ┌ｪｴ デヴ;ﾐゲﾐ;デｷﾗﾐ;ﾉ aﾉﾗ┘ゲ ﾗa ゲ┞ﾏHﾗﾉｷI ｪﾗﾗSゲげが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ｴﾗ┘ 
けHﾗﾉﾉ┞┘ﾗﾗS aｷﾉﾏ ｷゲ デﾗS;┞ ;ゲ ﾏ┌Iｴ ; ヮ;ヴデ ﾗa Bヴｷデｷゲｴ I┌ﾉデ┌ヴW ;ゲ aｷゲｴ ;ﾐS Iｴｷヮゲ ﾗヴ ┘;ヴﾏ 
HWWヴげ ;ﾐS Wケ┌;ﾉﾉ┞ Hﾗﾉﾉ┞┘ﾗﾗS ｷゲ けヮ;ヴデ ﾗa デｴW ┗Wヴ┞ ゲ┌Hゲデ;ﾐIW ﾗa デｴW ぷBヴｷデｷゲｴへ aｷﾉﾏ 
industryげ ふMIDﾗﾐ;ﾉSが ヲヰヰΒぎ 220-23). However, despite transposing these American 
genre mechanics into a national cinema, the film still engages with the British 
concerns and discourses of class and adolescent deviancy which, albeit 
unintentionally (James Watkins has been resolute in stating Eden Lake is a genre 
film, not a slice of social realism (Watkins cited in Tookey, 2008b)), elicits 
semblances with the tradition of British social realism. A film engaging with 
transnational sensibilities does not equate to a complete Americanisation of British 
film. Eden Lake is a super-hybrid film, in that it engages with both American and 
British film sensibilities, whilst straddling differing horror sub-genres. By drawing 
intertextuality from national discourses, American horror films and British social 
realism, Eden Lake functions to horrorise the real, in that it constructs the British 
underclass within the aesthetics of horror by inserting social problems into a genre 
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piece, resulting in capturing horror as the new realism in contemporary British 
cinema. Furthermore, I will argue that the film contains representations and horror 
comparable to later films in the cycle, and therefore is to be considered a Hoodie 
Horror.   
Released on 12th September 2008, Eden Lake was the first film of the cycle to be 
I;デWｪﾗヴｷゲWS H┞ SWゲIヴｷヮデｷﾗﾐ ｷﾐ aｷﾉﾏ ヴW┗ｷW┘ゲ ;ゲ ; HﾗﾗSｷW Hﾗヴヴﾗヴく HWﾐヴ┞ Fｷデ┣ｴWヴHWヴデげゲ 
ヴW┗ｷW┘ ﾗa ｴﾗ┘ デｴW aｷﾉﾏ ﾉWaデ ｴｷﾏが けゲI;ヴWS ┘ｷデﾉWゲゲ H┞ HﾗﾗSｷW Hﾗヴヴﾗヴゲげ ふFitzherbert, 
2008), encapsulates the approaches that are now familiar critical frameworks for 
analysing Eden Lake. Fitzherbert appraises the film in relation to its considered 
genre predecessors, the American backwoods horrors Deliverance and The Texas 
Chainsaw Massacre, whilst contextualising and enthusing on, the horror wrought in 
terms of discourses of class (2008). Fitzherbert is not alone in his reception of the 
film, but rather his piece is indicative of Eden Lakeげゲ IヴｷデｷI;ﾉ ヴWIWヮデｷﾗﾐく TｴW aｷﾉﾏげゲ 
adolescent violence resonated with TｴW D;ｷﾉ┞ M;ｷﾉげゲ film critic Chris Tookey also. 
Tookey acknowledged the film would be accused of class hatred, but admired Eden 
Lake aﾗヴ ｷデゲ ┘ｷﾉﾉｷﾐｪﾐWゲゲ デﾗ Sｷゲヮﾉ;┞ けデｴW デヴ┌W ｴﾗヴヴﾗヴゲ ┘W aW;ヴ S;┞ デﾗ S;┞ ぷデｴ;デへ ;ヴW ﾐﾗデ 
ゲ┌ヮWヴﾐ;デ┌ヴ;ﾉ HﾗｪW┞ﾏWﾐ ﾗヴ ﾏﾗﾐゲデWヴゲ ぐ TｴW┞げヴW ﾗ┌ヴ ﾗ┘ﾐ ┞ﾗ┌デｴげ ふTookey, 2008b). 
For Tookey, the upsurge in the focus of adolescent deviancy within contemporary 
culture cannot be overstated and the film only serves to capitalise on contemporary 
fears.  
As the first horror film of the cycle, of course Eden Lake had yet to be subjected to 
the generic blueprints that can only be drawn up with a collection of films to 
compare and contrast. Beyond the exploitation of the image of a hoodie in the 
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marketing materials for both Kidulthood and Adulthood, there was no pull to align 
both these films with Eden Lake, ; aｷﾉﾏ ｪWﾐWヴｷI;ﾉﾉ┞ ｷﾐ ﾗヮヮﾗゲｷデｷﾗﾐ デﾗ デｴW ゲ┌Iｴ けBヴｷデ 
Gヴｷデげ ┗Wﾐデ┌ヴWゲく Oﾐ デｴW aｷﾉﾏげゲ ヴWﾉW;ゲWが けHﾗﾗSｷW Hﾗヴヴﾗヴげ ┘;ゲ ゲデｷﾉﾉ ; ヮｴヴ;ゲW デｴ;デ ゲWヴ┗WS 
to set up audience expectations by drawing upon the extra-diegetic discourses of 
Hoodies, and the perfect cultural soundbite to capture an essentialist concept of 
Eden Lake. While later outings, Harry Brown and Ill Manors would follow the 
cinematic focus on gang violence, still though, the film is singular in the cycle for its 
more ruralised setting, a stark contrast to its descendants, which centralise the 
urban landscape of housing estates. James Leggott observes of the relationship 
between genre hybridity and critical reception of contemporary British horror films 
that the greater the critical acclaim and cultural impact, the greater the level of 
けｪWﾐWヴｷI ｷﾏヮ┌ヴｷデ┞げ ﾗa デｴW aｷﾉﾏ ふLWｪｪﾗデデが ヲヰヰΒぎ Βヱぶく Aﾉデｴﾗ┌ｪｴ ﾐﾗデ ゲヮWIｷaｷI;ﾉﾉ┞ ;ヮヮﾉｷWS 
to Eden Lakeが LWｪｪﾗデデげゲ ﾗHゲWヴ┗;デｷﾗﾐ Iﾗ┌ﾉS ┌ﾐSﾗ┌HデWSﾉ┞ ヮWヴデ;ｷﾐ デﾗ デｴW aｷﾉﾏく Aゲ デｴｷゲ 
chapter will attest, the film is soaked in generic conventions that has led it to be 
categorised and analysed in terms of differing sub-genres, such as survivalist horror, 
revenge film, body horror and slasher film, many of which can comfortably sit 
under the umbrella term of a rural horror.  However, when analysed, the horror 
performed in Eden Lake displays more of an affiliation with it urban descendants, 
Harry Brown and Ill Manors, than, say, other rural horrors such as Dog Soldiers, A 
Field in England (Ben Wheatley, 2013), or more classic examples of BﾉﾗﾗS ﾗﾐ S;デ;ﾐげゲ 
Claw and The Wicker Man (Robin Hardy, 1973). When contextualised against the 
contemporaneous abject discourses of an underclass deviancy, the characters of 
Brett and his father, Jon, are constructed as more urban figures, displaying a 
violence associated with the urban adolescent Hoodie and the families and 
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communities from which they are spawned. This, as I argue problematizes the idea 
of Eden Lake as a rural horror. The horror does not derive from the landscape; 
there is nothing rotten in the earth (Scovell, 2017).  
It is not the first time that the American concept of a rural horror has been 
problematic when applied to a British horror located within a rural geography. Kim 
Newman observes the issues in tracing an American rural horror framework against 
Straw Dogs (Sam Peckinpah, 1971). Detecting the geographical variances between 
rural Cornwall and rural America, Newman discerns that the American Nightmare 
ｴ;ゲ ﾐﾗ ;SWケ┌;デW ﾉｷﾏW┞ Iﾗ┌ゲｷﾐが aﾗヴ け‘┌ヴ;ﾉ Eﾐｪﾉ;ﾐS ｷゲ デﾗﾗ ｪWﾐデWWﾉ デﾗ ｴ;ヴHﾗ┌ヴ デｴW 
LeathWヴa;IW a;ﾏｷﾉ┞ ｷﾐ デｴW デ┘WﾐデｷWデｴ IWﾐデ┌ヴ┞げ ふNW┘ﾏ;ﾐ, 2011: 86). Rural England is 
not rural enough. Eden Lake, similar in places to Straw Dogs, also yields issues with 
landscape. Reasons for the dissonance between plot and horror may lie with the 
director, James Watkins. In an interview with Movie Film Review, Watkins 
addressed both violence and classed representation as stemming from his own 
unnerving experience of living near a council estate and feeling intimidated when 
walking through the underpass where local adolescents would gather (Tookey, 
2008b). Eden Lake, then, is an urban horror through the lens of a rural horror film. 
3.5.1: The landscape of Eden Lake 
Writing on the function of landscape in horror films, the film critic James Rose 
identifies two essential characteristics the horror landscape must possess: it must 
HW Hﾗデｴ けIｷ┗ｷﾉｷゲWSげ ;ﾐS けヮヴｷﾏｷデｷ┗Wげ ｷﾐ ﾗヴSWヴ デﾗ けWﾐaﾗヴIW デWﾐゲｷﾗﾐゲ ┘ｷデｴｷﾐ デｴW ﾐ;ヴヴ;デｷ┗Wげ 
(Rose, ヲヰヰΑぶく DW┗Wﾉﾗヮｷﾐｪ デｴｷゲ ;ヴｪ┌ﾏWﾐデが ‘ﾗゲW IﾗﾐデWﾐSゲ けWｷデｴｷﾐ ｴﾗヴヴﾗヴ aｷﾉﾏゲが デｴW 
threat often inhabits the depicted landscape and so must be equated with it ぐ as 
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ｴﾗゲデｷﾉW ;ﾐS ;ゲ ヮヴｷﾏｷデｷ┗W ;ゲ デｴW ゲヮ;IW ｷデゲWﾉaげ ふヲヰヰΑぶく Fﾗﾉﾉﾗ┘ｷﾐｪ ‘ﾗゲWげゲ ﾉW;Sが Hﾗデｴ 
Johnny Walker and Stella Hockenhull focus on contextualising Eden Lake not only in 
its rural setting, but expanding on this, also within the tradition of rural horror 
cinema. Walker finds semblance between the film and those within the British 
occult horror films of the 1970s in that both construct rural folks in terms of an 
excessive and deviant behaviour that has no place within a civilised society; 
underlying Eden Lake ;ヴW デｴWﾏWゲ ﾗa けW┝IWゲゲｷ┗W ヴWヮヴﾗS┌Iデｷﾗﾐげ ;ﾐS H;S ヮ;ヴWﾐデｷﾐｪが 
whilst the 1970s occult films centralised sexual promiscuity and fertility (Walker, 
ヲヰヱヶぎ ヱヰヱぶく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ C;ヴﾗﾉ Cﾉﾗ┗Wヴげゲ ヴWﾐﾗ┘ﾐWS SWゲIヴｷヮデｷﾗﾐ ﾗa ; ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴげゲ 
ﾐ;ヴヴ;デｷ┗W デヴ;ﾃWIデﾗヴ┞ ;ゲ ; デヴ;ﾐゲｷデｷﾗﾐ aヴﾗﾏ Iｷ┗ｷﾉｷゲ;デｷﾗﾐ デﾗ ゲ;┗;ｪWヴ┞が ｷﾐ デｴ;デ けPWﾗヮﾉW aヴﾗﾏ 
the country ぐ ;ヴW ﾐﾗデ ヮWﾗヮﾉW ﾉｷﾆW ┌ゲげ ふCﾉﾗ┗Wヴが ヱΓΓヲぎ ヱヲヴぶが W;ﾉﾆWヴ ヴW;Sゲ Eden Lakeげゲ 
narrative within this city/country paradigm, describing thW ヴ┌ヴ;ﾉ Iｷデｷ┣Wﾐゲ ;ゲ けゲ;┗;ｪW 
┞ﾗﾆWﾉゲげ H┌デ ;ﾉゲﾗ ヴW;Sｷﾐｪ デｴW SｷaaWヴWﾐIWゲ HWデ┘WWﾐ デｴW ┘WWﾆWﾐSWヴゲが JWﾐﾐ┞ ;ﾐS “デW┗Wが 
and the rural community as a confrontation between the middle-class and a 
working-Iﾉ;ゲゲ けデｴヴW;デWﾐｷﾐｪ ヴ┌ヴ;ﾉ ﾗデｴWヴげ ふW;ﾉﾆWヴが ヲヰヱヶぎ ヱヰヱぶく HﾗIﾆWﾐｴ┌ﾉﾉ seeks to 
approach the landscape of Eden Lake within the Burkean sublime, in that horror 
IｷﾐWﾏ; け;Iケ┌ｷヴWゲ ｷデゲ ﾗ┘ﾐ ┗ｷゲ┌;ﾉ ;┌デｴﾗヴｷデ┞ Sヴ;┘ｷﾐｪ ┌ヮﾗﾐ ゲヮWIｷaｷI IﾗSWゲ ;ﾐS aW;デ┌ヴWゲげが 
especially within the long-Sｷゲデ;ﾐIW ゲｴﾗデ ;ゲ ｷデ けヮヴﾗ┗ｷSWゲ ; ヮWヴゲヮWIデｷ┗W Wﾐｴ;ﾐIｷﾐｪ デｴe 
デｴヴW;デWﾐｷﾐｪ ﾏﾗﾗSげ ふHﾗIﾆWﾐｴ┌ﾉﾉが ヲヰヰΓぎ Βヰぶく HﾗIﾆWﾐｴ┌ﾉﾉ ヮﾗゲｷデゲ デｴ;デ デｴW aｷﾉﾏ ﾗaaWヴゲ 
the spectator an opportunity to engage directly with the landscape, an idyll imbued 
with menace and dread. For Hockenh┌ﾉﾉが デｴW aｷﾉﾏげゲ SｷヴWIデﾗヴ Iﾗﾐゲデヴ┌Iデゲ W┝ヮﾉｷIｷデ ゲｴﾗデゲ 
and scenes that draw upon a horror vocabulary. Pylons, barbed wire, undergrowth 
and trees are collectively framed as an aesthetic of horror visualising a threatening 
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and entrapping landscape that seeks to thwart any chance of escape for Jenny and 
Steve (92-99). 
Bﾗデｴ W;ﾉﾆWヴ ;ﾐS HﾗIﾆWﾐｴ┌ﾉﾉげゲ ;ヮヮヴﾗ;IｴWゲ ┌ﾐSWヴﾉｷﾐW デｴW IﾗﾏヮﾉW┝ Iﾗﾐゲデヴ┌Iデｷﾗﾐ デｴ;デ 
underpins Eden Lakeが ;ﾐS ｪｷ┗Wゲ ヴｷゲW デﾗ デｴW aｷﾉﾏげゲ ヴWヮ┌デ;デｷﾗﾐ ﾗa HWｷﾐｪ デｴW ゲ┌ヮWヴﾉ;デｷ┗W 
film of the cycle. It also highlights how space, place and landscape are problematic 
a┌ﾐIデｷﾗﾐゲ ┘ｷデｴｷﾐ デｴW aｷﾉﾏく W;ﾉﾆWヴげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ デｴW aｷﾉﾏ aﾗﾉﾉﾗ┘ゲ デｴW ﾐ;ヴヴ;デｷ┗W 
trajectory and employs narrative conventions of a rural horror is an appropriate 
;ﾐ;ﾉ┞ゲｷゲく Hﾗ┘W┗Wヴが ｷﾐ ;ﾉｷｪﾐｷﾐｪ デｴW ｴﾗゲデｷﾉW Iﾗﾏﾏ┌ﾐｷデ┞ ┘ｷデｴｷﾐ Cﾉﾗ┗Wヴげゲ Iﾗﾐ┗Wﾐデｷﾗﾐ ﾗa 
an uncivilｷゲWS けデｴヴW;デWﾐｷﾐｪ ヴ┌ヴ;ﾉ OデｴWヴげ ふCﾉﾗ┗Wヴ cited in Walker, 2016: 101), Walker 
risks generalising, and does not sufficiently acknowledge British historical cinematic 
animations of a threatening rural, nor the close proximity of the town in Eden Lake 
to the wooded landscape that is the setting for the majority of the film. As I 
Wﾉ;Hﾗヴ;デW ﾉ;デWヴが W;ﾉﾆWヴげゲ SWゲｷヴW デﾗ ゲデヴWゲゲ デｴW aｷﾉﾏげゲ ;SｴWヴWﾐIW デﾗ デｴW Iﾗﾐ┗Wﾐデｷﾗﾐゲ ﾗa 
a horror film, and his refusal to substantiate the inflections of realism, leaves him 
too narrow a framework through which to approach the film. Walker fails to 
ヴWIﾗｪﾐｷゲW ｴﾗ┘ デｴW aｷﾉﾏげゲ ｴﾗヴヴﾗヴ ;WゲデｴWデｷIゲ ゲ┌H┗Wヴデ デｴW W┝ヮWIデ;デｷﾗﾐゲ ﾗa ; ヴ┌ヴ;ﾉ 
horror. The adolescent gang and the community within which they live reside in an 
urban setting, a problematic construct if we are to approach this population as rural 
;ﾐS ┌ﾐIｷ┗ｷﾉｷゲWSが ┌ゲｷﾐｪ Cﾉﾗ┗Wヴげゲ ヮ;ヴ;Sｷｪﾏが ;ﾐS デｴ┌ゲ ;ﾐ;ﾉ┞ゲW デｴW aｷﾉﾏ ┘ｷデｴｷﾐ デｴW ヴ┌ヴ;ﾉ 
ｴﾗヴヴﾗヴ デヴ;Sｷデｷﾗﾐく HﾗIﾆWﾐｴ┌ﾉﾉげゲ ﾏWデｴﾗSﾗﾉﾗｪ┞が ┘ｴｷﾉゲデ ｷﾉﾉ┌ﾏｷﾐ;デｷﾐｪ デｴW a┌ﾐIデｷﾗﾐ 
landscape plays in the plot of Eden Lake, does not address the critical function of 
the spectacle of horror that emanates from the adolescent gang and their families 
within the narrative. Approaching Eden Lake as a rural horror restricts analysis to 
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within that paradigm. Instead I would propose that whilst the narrative trajectory 
conforms to the conventions of a rural horror, spatial distance and the othering of 
an underclass community is reconfigured from the convention of geographical 
distance to the juxtaposition of, and confrontation between, exemplary neoliberal 
citizens and failed citizens of a stigmatized community.   
3.5.2: The British pagan pastoral 
Cinematic countrysides are affirmative engagements with nature and the 
non-human, and nightmare encounters with a monstrous and de-natured 
in-human; the site where bodies are dismantled and lost, and the place 
where identities are reconstructed and found. Cinematic countrysides are 
the transformative possibilities of the wide-open road and enchanted 
landscapes of the yellow brick road; the degenerate moralities of the 
outback town and the terrifying realities of the battleground.  
(Fish, 2007: 1) 
‘ﾗHWヴデ Fｷゲｴげゲ ヲヰヰΑ Cinematic Countrysides seeks to ripen the recent expedited 
interdisciplinary intellectual pursuit of the cinematic rural, in order to understand 
けｴﾗ┘ aｷﾉﾏ ﾏ;ﾆWゲ ヴ┌ヴ;ﾉ ;ﾐS ヴ┌ヴ;ﾉ ﾏ;ﾆWゲ aｷﾉﾏげ ふFｷゲｴが ヲヰヰΑぎ ヱぶく Tｴｷゲ WSｷデWS IﾗﾉﾉWIデｷﾗﾐ 
acknowledges the long established, and ubiquitous, relationship between film and 
デｴW ┌ヴH;ﾐ ｷﾐ ┘ｴｷIｴ IｷﾐWﾏ;げゲ ｷﾐS┌ゲデヴｷ;ﾉ ;ﾐS デW┝デ┌;ﾉ ヮヴ;IデｷIWゲ ﾏ;ヴﾆ ｷデ ;ゲ デｴW 
archetypal medium with which to explore and represent the city, aﾗヴ けデｴW IｷﾐWﾏ;デｷI 
Iｷデ┞ ｷゲ SWゲｷｪﾐWS デﾗ HW Hﾗデｴ WﾏHﾉWﾏ;デｷIが ;ﾐS ヮ;ヴ;Sｷｪﾏ;デｷIが デﾗ ﾗ┌ヴ IﾗﾐSｷデｷﾗﾐげ ふンぶく Fｷゲｴ 
seeks to redress the imbalance with a body of research that evidences how the 
relationship between cinema and the rural has been underrated. From exhibition to 
textual practices, Fish pursues a cinematic countryside as a category of distinction 
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that is a foil to representations of the urban, but also involved in an interdependent 
relationship with the city in which both shape each other. Working on the 
oppositional narrative of countryside/city paradigm, Cinematic Countrysides 
explores a multitude of rural landscapes that are constructed as both depraved and 
け┌ﾐﾏﾗSWヴﾐげが H┌デ ;ﾉゲﾗ ;┌デｴWﾐデｷI ;ﾐS ｴWaling; above all, he illustrates that they 
Iﾗﾐゲデヴ┌Iデ デｴW ヴ┌ヴ;ﾉ ;ゲ ﾏﾗヴW デｴ;ﾐ ;ﾐ け;HゲWﾐIW ﾗa IｷﾐWﾏ;デｷI W┝ヮWヴｷWﾐIWげ ;ﾐS I;ﾐ 
contest and critique concerns and themes of nationhood, identity and 
representation just as their urban cousins do (6-12).  
From The Wicker Man, Kill List and The Reeds (Nick Cohen, 2010), this 
countryside/city archetype underpins both narrative structure and acts of terror of 
differing types of rural horror films, both in Hollywood and other national cinemas, 
and has been most famously sデ;ﾐS;ヴSｷゲWS ｷﾐ C;ヴﾗﾉ Cﾉﾗ┗Wヴげゲ urbanoia theory. Films 
pivot on explicit and distinct differentiation between the urban and the rural, not 
ﾃ┌ゲデ ｷﾐ デWヴﾏゲ ﾗa ﾉ;ﾐSゲI;ヮW H┌デ ;ﾉゲﾗ ｷﾐ Iｴ;ヴ;IデWヴゲげ ｷSWﾐデｷデｷWゲが ┘ｷデｴ デｴW ヴ┌ヴ;ﾉ IﾗSWS ;ゲ 
other, monstrous and threatening. The paradigm works best in British horror 
cinema when it draws upon the gothic tradition or upon folk horror. The Wicker 
Man, The Witches (Cyril Frankel, 1966) and A Field in England are examples of these 
traditions, which are the prevailing discourses of British rural horror cinema. 
Indeed, Tanya Krzywinska places this discernible cinematic rural tradition within the 
British pagan landscapes of folklore and the gothic. To journey into the countryside 
is to return to a primitivism, a horror mechanism that articulates modern cultural 
conflicts and allows rural Britain to be constructed as invested with concerns of 
modern, or contemporaneous counter-I┌ﾉデ┌ヴW ゲﾗ デｴ;デ デｴW けBヴｷデｷゲh pagan 
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Iﾗ┌ﾐデヴ┞ゲｷSW HWIﾗﾏWゲ ｷﾐa┌ゲWS ┘ｷデｴ ゲ┌H┗Wヴゲｷ┗W ヴWゲﾗﾐ;ﾐIWげ ふKヴ┣┞┘ｷﾐゲﾆ;が ヲヰヰΑぎ Βヴぶく 
The pagan practices and communities of The Wicker Man, The Devil Rides Out 
(Terence Fisher, 1968) and BﾉﾗﾗS ﾗﾐ S;デ;ﾐげゲ Cﾉ;┘ explicitly delineate the rural as 
being in opposition to the urban, and construct the countryside with a visible 
identity of its own. This idea of the rural as insurrectionary underpins Robert 
M;Ia;ヴﾉ;ﾐWげゲ ヲヰヱヵ ;ヴデｷIﾉWが けTｴW EWヴｷﾐWゲゲ ﾗa デｴW Eﾐｪﾉｷゲｴ Cﾗ┌ﾐデヴ┞ゲｷSWげが ｷﾐ ┘ｴｷIｴ デｴW 
author traces the English rural as a haunted and unsettling idyll brimming with a 
restless dead, through differing cultural forms. Viewing such depictions by way of 
the ghost stories of M.R. James as a haunting predecessor and presence, habitually 
returning and renewing, Macfarlane explores more contemporary addresses that 
ヮWヴIWｷ┗W ; ﾉ;ﾐS Iﾗﾐゲデｷデ┌デWS H┞ ┌ﾐI;ﾐﾐ┞ aﾗヴIWゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ ; けゲヮWIデヴWS ヴ;デｴWヴ デｴ;ﾐ ; 
ゲIWヮデヴWS ｷゲﾉWげ (Macfarlane, 2015: 1-2). Taking in music, novels, art works and 
デｴW;デヴWが aヴﾗﾏ PJ H;ヴ┗W┞げゲ ヲヰヱヱ Let England Shakeが P;デヴｷIﾆ KWｷﾉﾉWヴげゲ Robinson In 
Ruins ふヲヰヱヰぶが ;ﾐS JW┣ B┌デデWヴ┘ﾗヴデｴげゲ Jerusalem ふヲヰヰΓぶ デﾗ P;┌ﾉ Kｷﾐｪゲﾐﾗヴデｴげゲ The 
Wake ふヲヰヱヴぶが JWヴWﾏ┞ Mｷﾉﾉ;ヴげゲ The Drowned Man (The Willows) (2015), to Ben 
WｴW;デﾉW┞げゲ A Field In England, Macfarlane argues that he finds a radical rural that 
ヮﾉﾗ┌ｪｴゲ ; a┌ヴヴﾗ┘ デｴヴﾗ┌ｪｴ W;Iｴ ｷﾉﾉ┌ゲデヴ;デｷﾗﾐく Aゲ ┘ｷデｴ Kヴ┣┞┘ｷﾐゲﾆ;げゲ ゲデ;ﾐIW デｴ;デ ヱΓΑヰゲ 
British rural horror cinema spoke of the sexualised counter-culture of that period, 
Macfarlane finds these contemporary pastoral spectres make visible dissent and 
contemporary anxieties regarding a disturbed England consumed in and by 
globalisation. Punctured with anger under the soil, these rural-scapes, for 
M;Ia;ヴﾉ;ﾐW ;ヴW ┘ｴWヴW けデｴW ｴWSｪWヴﾗ┘ゲが aｷWﾉSゲが ヴ┌ｷﾐゲが ｴｷﾉﾉゲ ;ﾐS ゲ;ﾉデｷﾐｪゲ ﾗa Eﾐｪﾉ;ﾐS 
ｴ;┗W HWWﾐ ゲWデ ゲWWデｴｷﾐｪげ (Macfarlane, 2015: 1-2). It is a landscape troubled with 
what is missing, rather than populated with what is present.  
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By comparison, Eden Lake, bears little resemblance to such disturbed rural visions, 
whether contemporary cousins or their predecessors. Though constituted wildly 
and ominously with violence and dread, the terror is not unearthed, risen or 
returned from the terrain, but rather comes from the actions of an underclass 
urban patriarchy that seeks to puncture and demarcate its terrain as bloody and 
disgusting. Neither is the violence of a revolutionary or subversive spirit, but rather, 
the violence performed imitates and conforms (and thus is conservative) to 
prevailing abject discourses of estate communities that stigmatizes inhabitants as 
crimｷﾐ;ﾉゲが SWヮヴ;┗WS ;ﾐS aWヴ;ﾉく TｴW aｷﾉﾏげゲ ｷSWﾗﾉﾗｪ┞ ｷゲ Hﾗ┌ﾐS ┌ヮ ┘ｷデｴ デｴ;デ ﾗa 
neoliberal governmentality, in that it abjects deficient subjectivities that threaten 
デｴW ゲﾗIｷ;ﾉ ﾗヴSWヴく BヴWデデ ;ﾐS ｴｷゲ a;デｴWヴ ;ヴW T┞ﾉWヴげゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデ ヮWヴゲﾗﾐｷaｷWSく Eden 
Lake extends this territorial stigmatization beyond the denounced city estates that 
┘ｷﾉﾉ aﾗヴﾏ デｴW ゲWデデｷﾐｪ ﾗa デｴW aｷﾉﾏげゲ I┞IﾉW SWゲIWﾐS;ﾐデゲが Harry Brown, Heartless and 
The Disappeared, to a more rural setting, enforcing the idea of a feral underclass as 
a national issue. While the woodland, unknown territory to Jenny, may prove 
unfamiliar and hostile to her as she battles to escape, it is not the pastoral of the 
film that is the enemy; it is not a seething rural. Rather it is a landscape that festers 
with an urban scent.  
3.5.3: Urbanoia and the American rural backwoods horror 
As part of her seminal work, Men, Women and Chainsawsが Cﾉﾗ┗Wヴげゲ デｴWﾗヴ┞ ﾗa 
urbanoia addresses a certain type of horror film that is structured around the 
city/rural paradigm, in which country folk are monsterised. Looking beyond revenge 
films such as I Spit on Your Graveが Cﾉﾗ┗Wヴ ;ﾉゲﾗ aﾗI┌ゲWゲ ﾗﾐ ﾗデｴWヴ けデヴｷヮゲ デﾗ デｴW Iﾗ┌ﾐデヴ┞げ 
 256 
films, including Deliverance and The Texas Chain Saw Massacre, in order to account 
for constructions of the rural communities as Other. Where Clover acknowledges 
ｴﾗ┘ デｴWゲW aｷﾉﾏゲ ﾗ┘W ; SWHデ デﾗ デｴW け┌ﾐｷ┗Wヴゲ;ﾉ ;ヴIｴWデ┞ヮWげ ﾗa WﾐデWヴｷﾐｪ デｴW けSWWヮが S;ヴﾆ 
forest in traditiﾗﾐ;ﾉ a;ｷヴ┞ デ;ﾉWゲげ ふCﾉﾗ┗Wヴが ヱΓΓヲぎ ヱヲヴぶが BWヴﾐｷIW M┌ヴヮｴ┞ ﾉ;デWヴ W┝ヮ;ﾐSゲ 
on this othering of the American wilderness, by contextualising it within an 
American literary and cinematic Gothic tradition (Murphy, 2013).  
Clover, focusing on the construction of this ヴ┌ヴ;ﾉ OデｴWヴ ;ゲ けヮ;デヴｷ;ヴIｴ┞ ヴ┌ﾐ ;ﾏﾗﾆげが 
;ヴｪ┌Wゲ デｴW ヮｴ┞ゲｷI;ﾉ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ｷゲ ゲ┞ﾏヮデﾗﾏ;デｷI ﾗa ; けﾉ;ヴｪWヴ ｷﾐIｷ┗ｷﾉｷデ┞げ ｷﾐ デｴ;デが 
ヮｴ┞ゲｷI;ﾉ SWaﾗヴﾏｷデｷWゲ ;ヴW W┝デWヴﾐ;ﾉ ﾏ;ﾐｷaWゲデ;デｷﾗﾐゲ ﾗa けa;ﾏｷﾉ┞ ┘ヴﾗﾐｪﾐWゲゲげ ;ﾐS ﾗaaWヴ ; 
ｴﾗヴヴｷaｷI デｴヴW;デ デﾗ けデｴﾗゲW aヴﾗﾏ ﾐﾗデ ヴﾗ┌ﾐS ｴWヴWげ デｴ;デ Wncompasses torture, murder 
and rape. Furthering the notion of how monsterising rural communities 
accentuates the urban/countryside divide, Clover argues that what underpins these 
aｷﾉﾏゲ ｷゲ ; aﾗヴﾏ ﾗa けWIﾗﾐﾗﾏｷI ｪ┌ｷﾉデげ Hﾗヴﾐ ﾗa Iﾉ;ゲゲ SｷaaWヴWﾐIWが ;ﾐS ﾗa ｴﾗ┘ I;ヮｷtalism 
has plundered and raped the countryside for gain as typified by, and in, the urban 
figure as victim in the films (Clover, 1992: 133-34). Whereas the city represents 
money, attainment, education, self-realisation and culture, the rural represent 
poverty, dismemberment, lawlessness, backwardness and the uncivilised. Clover 
ゲ┌ﾏﾏ;ヴｷゲWゲ デｴ;デ ｴﾗヴヴﾗヴ aｷﾉﾏゲ Iﾗﾐゲデヴ┌Iデ デｴW Iｷデ┞ ;ゲ けﾏWデ;ヮｴﾗヴｷI ヴ;ヮｷゲデげ ﾗa デｴW 
country, a representation which manifests itself in differing and not always explicit 
ways in the urban/rural paradigm films (ヱヲΓぶく TｴW けa;ﾏｷﾉ┞げ ﾗa The Texas Chainsaw 
Massacre has been decimated by the decline in cattle farming. Similarly, replacing 
silver mining with nuclear testing has given rise to the feral family of The Hills Have 
Eyes (Wes Craven, 1977), while the members of the rural community of Deliverance 
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are the victims of the destruction of the landscape by the power company building 
デｴW S;ﾏく AヮヮヴWIｷ;デｷﾐｪ ｴﾗ┘ けヴWSﾐWIﾆげ ｷゲ けヴWSゲﾆｷﾐげ ヴW┘ヴｷデデWﾐ ふヱンヵぶが Cﾉﾗ┗Wヴ ヮﾉ;IWゲ デｴW 
urbanoia horror within a cinematic lineage of the settler western, as both types of 
aｷﾉﾏ ﾐ;ヴヴ;デW WIﾗﾐﾗﾏｷI ヮﾗ┘Wヴ ﾗa デｴW けIｷ┗ｷﾉｷゲWSげ ﾗ┗Wヴ デｴW け┌ﾐIｷ┗ｷﾉｷゲWSげが ┘ｴｷﾉゲデ 
representing both communities as violent, but the local populations the more 
heinous. However, in a time where it is more problematic to depict minorities as 
ﾏﾗﾐゲデヴﾗ┌ゲが Cﾉﾗ┗Wヴ ;ヴｪ┌Wゲ デｴW ヴWSﾐWIﾆが S┌W デﾗ ｴｷゲ け┘ｴｷデWﾐWゲゲげ ｷゲ ; けゲ;aW デ;ヴｪWデげ ﾗﾐ 
which to project fear.  
Given the scope of her 2013 book, Murphy has space for a rigorous expansion on 
Cﾉﾗ┗Wヴげゲ ｷﾐｷデｷ;ﾉ ;ゲデ┌デW デｴWﾗヴｷゲ;デｷﾗﾐく M┌ヴヮｴ┞が ┘ｴｷﾉW ゲデｷﾉﾉ aﾗI┌ゲｷﾐｪ ﾗﾐ デｴW け‘┌ヴ;ﾉ ヮﾗﾗヴ ;ゲ 
ﾏﾗﾐゲデヴﾗ┌ゲ OデｴWヴげが Hヴﾗ;SWﾐゲ デｴW ヴW;Iｴ デﾗ ｷﾐIﾗヴヮﾗヴ;デW ; ┘ｷSWヴ ｴｷゲデﾗヴｷI;ﾉ ;ヮヮヴﾗ;Iｴ デﾗ 
the construction of the South. Categorising the genre into two types に with the first 
being a Deliverance-influenced narr;デｷ┗W ┘ｴWヴW デｴW けH;Iﾆ┘ﾗﾗSゲ ﾏ;ﾐ ｴ;ゲ ｪﾗﾐW 
ヴﾗｪ┌Wげ ;ﾐS デｴW ゲWIﾗﾐS aW;デ┌ヴｷﾐｪ SWｪWﾐWヴ;デW ;ﾐS ゲ;┗;ｪW a;ﾏｷﾉ┞ ｪヴﾗ┌ヮゲ に Murphy 
includes a wider selection of films, which allows her to assemble a taxonomy of the 
rural backwoods film (Murphy, 2013: 148). Murphy notes such recurring tropes as: 
デｴW ヴW;ゲﾗﾐ aﾗヴ デｴW デヴｷヮき デｴW ﾉ;ゲデ Iｴ;ﾐIW aﾗヴ ｪ;ゲき デｴW ヴWIﾗﾐaｷｪ┌ヴ;デｷﾗﾐ ﾗa デｴW けﾗﾉS S;ヴﾆ 
ｴﾗ┌ゲWげ ;ﾐS デｴW ┗ｷﾗﾉ;デｷﾗﾐ ﾗa デｴW SﾗﾏWゲデｷI ゲヮ;IW H┞ デヴWゲヮ;ゲゲｷﾐｪ ┗ｷゲｷデﾗヴゲき ヴ┌ヴ;ﾉ デ┞ヮWゲ ;ゲ 
hunters; ineffectual or colluding law enforcement; and the car graveyard (152-76). 
All of these motifs provide opportunities for the rural/urban paradigm to be made 
explicit through narrative development and the spectacle of horror. Whereas 
Clover privileges a historical cinematic approach to contextualising the rural other, 
Murphy opens this wider to encompass an historical, social and cultural 
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development of the South and its representation and exploitation in cultural 
ﾏWSｷ┌ﾏゲく AｪヴWWｷﾐｪ ┘ｷデｴ Cﾉﾗ┗Wヴ デｴ;デ デｴW “ﾗ┌デｴ ｷゲ ゲWWﾐ ;ゲ デｴW ;HWヴヴ;ﾐデ けOデｴWヴげが 
representing tｴW ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ けIｷ┗ｷﾉｷゲ;デｷﾗﾐげ ;ﾐS けゲ;┗;ｪWヴ┞げ ｷﾐ AﾏWヴｷI;ﾐ 
culture, Murphy embraces and makes pertinent stereotypes such as white trash, 
hillbilly and redneck, indicating how the uncivilised South has come to represent 
デｴW ヮｷﾗﾐWWヴ ゲヮｷヴｷデ けｪﾗﾐW ┘ヴﾗﾐｪげ ふ146-47). In an area that relied heavily on slavery for 
economic gain, a collective white identity, transcending class divisions, formed in 
order to maintain the superiority of the white identity. It was the poor whites and 
their descendants, living in the more remote areas, that came to be known as 
hillbillies and white trash (139). Murphy argues that due to the particular economic 
development of America, the once rich and fruitful rural farming economy of the 
South declined to the degree that communities, families and individuals came to be 
seen as cultural inferiors who refused to include themselves in a modern America 
of mass-produced consumerism. Drawing upon the reports issued by the Eugenics 
Records Office (ERO), Murphy further entrenches the relationship between 
geography and human condition in quoting how the 1912 report on Hill Folk argues 
ｴﾗ┘ けデｴWｷヴ SWｪWﾐWヴ;デW IﾗﾐSｷデｷﾗﾐ ┘;ゲ ｷﾐIヴW;ゲWS H┞ デｴWｷヴ ヴ┌ヴ;ﾉ Wﾐ┗ｷヴﾗﾐﾏWﾐデ aﾗヴ デｴW┞ 
ｴ;S ﾐﾗデ HWWﾐ けゲ┌HﾃWIデWS デﾗ デｴW ゲﾗIｷ;ﾉ ｷﾐaﾉ┌WﾐIWゲ ﾗa ; Iｷデ┞ ﾗヴ W┗Wﾐ ; ﾉ;ヴｪW デﾗ┘ﾐげ ふけThe 
Hｷﾉﾉ Fﾗﾉﾆげ cited in Murphy, 2013: 143). Indeed, so lacking was this geography, and so 
aヴﾗﾏ デｴW ┘ｷSWヴ けゲ┌ヮWヴｷﾗヴげ Iﾗ┌ﾐデヴ┞が デｴ;デ SWゲIヴｷヮデｷﾗﾐゲ ;ﾐS SWヮｷIデｷﾗﾐゲ IWﾐデヴWS ┌ヮﾗﾐ 
デｴW けaWWHﾉW-ﾏｷﾐSWSげが けヴWｪヴWゲゲｷ┗Wげ ヴ┌ヴ;ﾉ a;ﾏｷﾉ┞ ;ﾐS デｴW ﾏﾗヴ;ﾉ ゲデ;ｪﾐ;デｷﾗﾐ ﾗa ; ヴ┌ヴ;ﾉ 
South (176). For Murphy, such portraits of a stagnant, savage geography 
incompatible with the values of a modern America are ripe for othering within the 
backwoods horror film.  
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It is challenging, then, given the cinematic histories of both American and British 
rural horrors and how each are dependent upon the relationship between 
geography, horror and the monstrous Other, to contextualise Eden Lake fully within 
either national sub-genre. Unlike its more contemporary British counterparts, Kill 
List and The Reeds, the film neither draws upon pagan focused predecessors, nor 
situates itself within rural folklore for its horror. Eden Lake differentiates itself in 
ヮ;ヴデ H┞ ﾐﾗデ ﾉﾗﾗﾆｷﾐｪ デﾗ け; ヮ;ゲデげ aﾗヴ ｷデゲ ｴﾗヴヴﾗヴが ヴ;デｴWヴが ｷデ ヮ;ヴデｷIｷヮ;デWゲ ｷﾐ ; ヮヴWゲWﾐデ 
where subjects and communities are made abject in various cultural and media 
platforms, and thus horrorised by this process. On its release, it was generally 
observed that Eden Lake was reminiscent of other backwoods rural horrors, as 
PWデWヴ Bヴ;Sゲｴ;┘ SWデWIデゲぎ けデｴWヴW ;ヴW デｴW ｷﾐW┗ｷデ;HﾉW aﾗﾉﾆ ﾏWﾏories of Deliverance 
ｴWヴWげ ふBradshaw, 2008). To understand how, in part, Eden Lake, signals an 
engagement with American cinema, we must decouple representation from 
narrative and see how the film exploits the generic framework of the American 
rural backwoods horror as posited by Murphy.  
3.5.4: The American taxonomy of Eden Lake 
The opening ten-minute sequence of Eden Lake establishes narrative trajectory and 
concerns, alongside characterisation, while prefiguring the co-ordinates of horror 
that Jenny and Steve will subsequently encounter. Such construction complies with 
ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴ aｷﾉﾏげゲ Iﾗﾐ┗Wﾐデｷﾗﾐゲが ｷﾐ ヴW┗W;ﾉｷﾐｪ デｴW Iｴ;ヴ;IデWヴ aﾉ;┘ゲ デｴ;デ ヮヴWSｷIデ デｴW 
ヮヴﾗデ;ｪﾗﾐｷゲデげゲ ;Hｷﾉｷデ┞ デﾗ WゲI;ヮW ;ﾐS Sｷ;ﾉﾗｪ┌W デｴ;デ ;ﾐデｷIｷヮ;デWゲ a┌デ┌ヴW ﾐ;ヴヴ;デｷ┗W W┗Wﾐデゲく 
Steve, with the double intention of asking Jenny to marry him and revisiting a 
childhood haunt, takes his girlfriend away for a romantic weekend camping to a 
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place he had visited with his father. Slapton Q┌;ヴヴ┞が デｴW ゲｷデW ﾗa “デW┗Wげゲ ﾏWﾏﾗヴ┞が ｷゲ 
due to be transformed into a gated housing community and renamed Eden Lake. 
This contextualising information implies Slapton Quarry is for Steve an idealised and 
romanticised geography intertwined with the masculine bonding rituals of a father 
and son relationship. In short, the quarry has been transformed through the 
passage of time into a rural idyll for Steve which, in keeping with the conventions of 
horror cinema, will be reconfigured into a nightmare geography. Such horrorised 
disparity is extended to the divergence between the Slaptoﾐ Q┌;ヴヴ┞ ﾗa “デW┗Wげゲ 
childhood play, and the adolescent games of a more contemporary youth. This 
convention of distance between idyll and reality is emphasised by the spatializing 
journey from the city into a more rural location.  
Writing of the rural backwoods horror, Murphy observes how the films always 
SWヮｷIデ デｴW ヮヴﾗデ;ｪﾗﾐｷゲデゲっ┗ｷIデｷﾏゲ ;ゲ け┘ｴﾗﾉWゲﾗﾏWが ﾏｷSSﾉW-Iﾉ;ゲゲ ﾗ┌デゲｷSWヴゲげ ふMurphy, 
2013: 147). While there are questions regarding the concept of class in Eden Lake, 
as well as a divergence from the backwoods sub-genre favouring male protagonists, 
デｴW aｷﾉﾏげゲ ｷﾐデWﾐデｷﾗﾐ ｷゲ デﾗ Iﾗﾐゲデヴ┌Iデ JWﾐﾐ┞ ┘ｷデｴｷﾐ ゲ┌Iｴ ヴW;ﾉﾏゲく TｴW ﾗヮWﾐｷﾐｪ ゲWケ┌WﾐIW 
witnesses Jenny in her own environment, teaching primary age children in a leafy 
part of London. Her interactions with the children depict Jenny in terms of her 
gender, by accentuating long-held values of womanhood: kindness, nurturing, 
sensitivity and gentleness. Her costume, a Laura Ashley inspired simple summer 
dress patterned with flowers, emphasises such qualities and projects a certain 
innocence and naiveté that will serve Jenny adversely later in the film. Of course, 
this sequence also establishes the city/rural paradigm whilst laying the foundations 
 261 
for future narrative and genre expectations and character development. Jenny 
beinｪ け┘ｴﾗﾉWゲﾗﾏWげ ｷゲ ; デヴ;ｷデ デｴ;デ ｷゲ ヴWデ┌ヴﾐWS デﾗ デｴヴﾗ┌ｪｴﾗ┌デ デｴW aｷﾉﾏく “ｴW ヴWｪ┌ﾉ;ヴﾉ┞ 
playfully rebukes Steve for his swearing, but it is her killing of Cooper that exposes 
ｴﾗ┘ ｴWヴ け┌ヴH;ﾐ ｷﾐﾐﾗIWﾐIWげ ｷﾉﾉ ゲ┌ｷデゲ JWﾐﾐ┞げゲ Iｴ;ﾐIWゲ ﾗa ゲ┌ヴ┗ｷ┗;ﾉく Cﾉﾗ┗Wヴ ┘ヴｷデWゲ ﾗa 
Deliverance デｴ;デ けｷﾐﾐﾗIWﾐIW デﾗﾗ ｷゲ ;ﾐ ;ヴデWa;Iデ ﾗa Iｷ┗ｷﾉｷ┣;デｷﾗﾐげ ;ﾐS デｴ;デ けIｷ┗ｷﾉｷゲ;デｷﾗﾐ 
sits lightly on even the best-bred among us; turn push to shove and we will revert 
デﾗ ゲ;┗;ｪWヴ┞げ ふCﾉﾗ┗Wヴが ヱΓΓヲぎ ヱンヲぶく JWﾐﾐ┞げゲ ﾆｷﾉﾉｷﾐｪ ﾗa CﾗﾗヮWヴ HW;ヴゲ ﾗ┌デ Cﾉﾗ┗Wヴげゲ 
analysis. Having suffered injury, betrayal by a child and witnessing the murder of 
“デW┗Wが JWﾐﾐ┞げゲ デ┌ヴﾐ デﾗ けゲ;┗;ｪWヴ┞げ ｷﾐ ﾆｷﾉﾉｷﾐｪ CﾗﾗヮWヴ ｷゲ ﾏﾗヴW ヮヴﾗHﾉWﾏ;デｷI デｴ;ﾐ ESげゲ ｷﾐ 
Deliverance. Emerging from the large wheelie bin immersed in the rotting remnants 
of its contents, Jenﾐ┞げゲ ;ヮヮW;ヴ;ﾐIWが ;ゲ HWaｷデデｷﾐｪ ; けゲ┌ヴ┗ｷ┗;ﾉｷゲデげ ﾗヴ “ｴW-Wolf narrative, 
ゲW;ﾉゲ ｴWヴ デヴ;ﾐゲaﾗヴﾏ;デｷﾗﾐ aヴﾗﾏ ｷﾐﾐﾗIWﾐデ デﾗ デｴW けｪWデデｷﾐｪ-W┗Wﾐげ aWﾏ;ﾉW ﾗa Cﾉﾗ┗Wヴげゲ 
paradigm and signifies her intent of revenge. However, in part the appearance is 
illusory as the narrative does not permit her knowledge that would enable her 
escape. Narrative hierarchy denies Jenny the knowledge she requires. Jenny is not 
adorned with the wild and the earth of the woods, but rather with the remains of 
an urbanisation, for she is covered with ┗WゲデｷｪWゲ ﾗa ヮWﾗヮﾉWげゲ ;デデWﾏヮデゲ デﾗ ﾆWWヮ デｴW 
woods clean of litter. She may be intent on revenge, but her body emerging from 
the bin is one that is further alienated in her immediate surroundings and remains 
けｷﾐﾐﾗIWﾐデげ ;ﾐS デｴWヴWaﾗヴW ┌ﾐWケ┌ｷヮヮWS aﾗヴ WゲI;ヮWく Uﾐ;ware when confronted with 
Cooper that he has left the gang and is on the verge of offering her help, she turns 
and kills him by stabbing him in the neck with a glass shard. In a highly emotive 
scene, Jenny is visibly revolted by her actions and tries to save Cooper, cradling him 
as he dies. Differing from backwoods horror films, the killing of Cooper signifies 
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JWﾐﾐ┞げゲ a┌デ┌ヴW SWﾏｷゲWが ﾐﾗデ ｴWヴ WゲI;ヮWが aﾗヴ ｷﾐ デｴW Iﾉﾗゲｷﾐｪ ゲWケ┌WﾐIW デｴW a;Iデ デｴ;デ けゲｴW 
ﾆｷﾉﾉWS ; ﾉｷデデﾉW ﾗﾐWげ ｪ;ﾉ┗;ﾐｷゲWゲ デｴW ﾏWﾐ ｷﾐ デｴW Iﾗﾏﾏ┌ﾐｷデ┞ デﾗ ゲWWk revenge and kill 
Jenny.  
Eden Lake displays further similarities with the backwoods horror taxonomy, most 
of which are explicit in the early stages of the film and further the plot whilst 
introducing the ominous tone that centres around terror and dread created by 
ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ﾗa ; aWヴ;ﾉ Iﾗﾏﾏ┌ﾐｷデ┞く M┌ヴヮｴ┞げゲ デ;┝ﾗﾐﾗﾏ┞ ｷﾐIﾉ┌SWゲ ; けﾉ;ゲデ Iｴ;ﾐIW 
aﾗヴ ｪ;ゲげ ;ゲ ; ゲデﾗIﾆ デヴﾗヮW ;ﾐS ﾗﾐW ┘ｴWヴW デｴW ﾗ┌デゲｷSWヴゲ ;ヴW ┘;ヴﾐWS ﾐﾗデ デﾗ Iﾗﾐデｷﾐ┌W 
their journey (Murphy, 2013: 155-56), encountering the local population for the 
first time. As Murphy notes, a long drive to a remote locale requires refuelling. In 
Eden Lakeが デｴW けﾉﾗﾐｪ Sヴｷ┗Wげ ｷゲ Iﾗﾐゲデヴ┌IデWS ｷﾐ ; ﾏﾗﾐデ;ｪW デｴ;デ SWヮｷIデゲ デｴW ヮ;ゲゲｷﾐｪ ﾗa 
デｷﾏW ┗ｷ; Hﾗデｴ SｷaaWヴWﾐデ JWﾐﾐ┞げゲ SｷaaWヴWﾐデ ;Iデｷ┗ｷデｷWゲ に sleeping, listening to the radio に 
and the quality of light, from day through to sundown and finally night time as the 
couple arrive at the local pub in the town where they are staying overnight. Typical 
of the film, the mechanics of the rural horror are manipulated to a more national 
focus, ;ゲ ヴ;デｴWヴ デｴ;ﾐ けﾗﾏｷﾐﾗ┌ゲ ┘;ヴﾐｷﾐｪゲ aヴﾗﾏ ｪヴｷ┣┣ﾉWS ﾗﾉS ゲデﾗヴWﾆWWヮWヴゲっｪ;ゲ ゲデ;デｷﾗﾐ 
;デデWﾐS;ﾐデゲげ ふヱヵヵぶが デｴW Iﾗ┌ヮﾉW ;ヴW IﾗﾐaヴﾗﾐデWS ┘ｷデｴ デｴW HWｴ;┗ｷﾗ┌ヴ ﾗa ﾏWﾏHWヴゲ ﾗa ; 
lower class, a confrontation that functions to formulate the couple as outsiders and 
trespassers.  Murphy notes how often the outsiders view the rural in terms of 
ﾗヮヮﾗヴデ┌ﾐｷデ┞ aﾗヴ ヴWIヴW;デｷﾗﾐ;ﾉ ;Iデｷ┗ｷデ┞ ふヱヵヴぶく TｴW ヮ┌ヴヮﾗゲW ﾗa “デW┗W ;ﾐS JWﾐﾐ┞げゲ 
weekend is for Steve to propose, however Steve also scuba dives in the lake and the 
couple camp and sunbathe, using the surroundings as a peaceful break from the 
city. It is within these recreational activities that the tensions of the film are 
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cemented and then developed via further generic tropes. An early scene 
constructing the beginnings of the tensions between the couple and the local gang 
composes the hostilities in terms of rivalling for space and recreation. As Jenny and 
Steve sunbathe and scuba dive, the adolescent gang listen to loud techno music 
and smoke at the other end of the beach. Noting how part of the normative 
ﾐ;ヴヴ;デｷ┗W ｷゲ ｷﾐ ｴﾗ┘ デｴW けﾗ┌デゲｷSWヴゲげ ｷﾐ デｴWゲW aｷﾉﾏゲ WﾐデWヴ ;ﾐ Wﾐ┗ｷヴﾗﾐﾏWﾐデ デｴ;デ ｷゲ ﾐﾗデ 
their own, Murphy cements this within a trope of trespassing (161). This trope is 
extended to the iconic terrible house that Murphy argues is consistently returned 
to as variations on a theme of the cabin in the woods, or the lonely old farmhouse. 
Protagonists are often found exploring the rural dwellings and end in brutalised 
ordeals and murder. Again, Eden Lake utilises the trope, yet varies it with a 
nationalisデｷI ヴWゲﾗﾐ;ﾐIWく Aゲ “デW┗W ｷﾐ┗Wゲデｷｪ;デWゲ BヴWデデげゲ ｴﾗ┌ゲW ｷﾉﾉWｪ;ﾉﾉ┞が ｷデ ｷゲ ﾐﾗデ け; 
IﾗヴヮゲWが ﾗヴ SｷゲﾏWﾏHWヴWS HﾗS┞ ヮ;ヴデゲげ ふヱヵヲぶ デｴ;デ ｴW aｷﾐSゲが H┌デ ヴ;デｴWヴ ┗WゲデｷｪWゲが H┌デ 
also the portentous threat, of a violent yet slothful family.  
Replacing representations of the AmerｷI;ﾐ “ﾗ┌デｴ ;ﾐS ┗;ヴｷ;デｷﾗﾐゲ ﾗa け┘ｴｷデW デヴ;ゲｴげが 
with a more British focused and modified representation of a violent underclass 
gives rise to assertions of ESWﾐ L;ﾆWげゲ nationalistic emphasis and its sway towards 
realism. Walker, writing on Eden Lake and other films in the Hoodie Horror cycle, 
;Iﾆﾐﾗ┘ﾉWSｪWゲ デｴW I┞IﾉWげゲ Bヴｷデｷゲｴ WﾉWﾏWﾐデ ;ﾐS ｴ┞HヴｷS ﾐ;デ┌ヴWく Hﾗ┘W┗Wヴが H┞ 
consistently contextualising each film within individual genres (homestead horror, 
HﾗS┞ ｴﾗヴヴﾗヴが ｴﾗﾏW ｷﾐ┗;ゲｷﾗﾐぶが W;ﾉﾆWヴ ﾗヮヮﾗゲWゲ デｴW I┞IﾉWげゲ ヮヴﾗヮWﾐゲｷデ┞ for realism 
while paradoxically analysing each film within specific sub-genres paradigms more 
readily suited to American cinema and films with an American focus. Walker argues 
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ﾗa デｴW I┞IﾉWげゲ けIヴWSｷHﾉWげ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ デｴ;デが けゲ┌Iｴ SWゲｷｪﾐ;デｷﾗﾐゲが ┘ｴWデｴWヴ ｷﾐ ヴelation 
to real people of films, should never に because they can never に be directly 
ヴWaﾉWIデｷ┗W ﾗa ヴW;ﾉ ﾉｷaWげ ふWalker, 2016ぎ Γヶぶく W;ﾉﾆWヴげゲ ｷﾐaﾉW┝ｷHｷﾉｷデ┞ ｷﾐ Iﾗﾐゲｷｪﾐｷﾐｪ デｴW aｷﾉﾏゲ 
デﾗ けWｷデｴWヴ ﾗﾐW I;ﾏヮ ﾗヴ ;ﾐﾗデｴWヴげ SﾗWゲ ﾐﾗデ ゲ┌aaｷIｷWﾐデﾉ┞ ;SSヴWゲゲ ﾗヴ ;IIﾗﾏﾏﾗS;デW デｴe 
nuances in ESWﾐ L;ﾆWげゲ ┌デｷﾉｷゲ;デｷﾗﾐ ﾗa デｴW ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴげゲ ヮ;ヴ;Sｷｪﾏ aﾗヴ ; Bヴｷデｷゲｴ 
IﾗﾐデW┝デく W;ﾉﾆWヴげゲ SWデWヴﾏｷﾐ;デｷﾗﾐ ｷﾐ ;ヴｪ┌ｷﾐｪ デｴ;デ IヴｷデｷIゲげ a;ｷﾉ デﾗ ゲWW デｴW ｴﾗヴヴﾗヴ ｪWﾐヴWゲげ 
many paradigms at work by pursuing the realism path, does not allow for how 
representations of the underclass and working-class have been transfigured in 
I┌ﾉデ┌ヴ;ﾉ ﾏWSｷ; ┘ｷデｴ デｴW ;WゲデｴWデｷIゲ ﾗa ｴﾗヴヴﾗヴく WｴｷﾉW W;ﾉﾆWヴげゲ IﾗﾐデWﾐデｷﾗﾐ デｴ;デ デｴW 
aｷﾉﾏゲ けヴW┗Wﾉ ｷﾐ デｴW ゲ;ﾏW ﾆｷﾐSゲ ﾗa W┝IWゲゲWゲ ;ゲ ヴW;Iデｷﾗﾐ;ヴ┞ ﾐW┘ゲ ﾏWSｷ;げ ｷゲ ｴｷｪｴﾉ┞ 
appropriate, his reasoning デｴ;デ デｴW I┞IﾉW W┝ヮﾗゲWゲ けデｴW a┌デｷﾉｷデ┞ に ;ﾐS a;ﾐデ;ゲ┞げ ふΓΑぶ ﾗa 
the veracity of representations of the lower classes is more problematic to 
confidently argue.  
3.5.5: British social divisions as horror: The urban pastoral takes a trip to 
the country 
[C]asual, directionless violence ぐ has become the calling card of a bored, 
frustrated underclass.  
Carl Freedman (Freedman cited in Stallabrass, 2006: 242) 
ESWﾐ L;ﾆWげゲ re-imagining of the rural backwoods horror into a British context injects 
the film with the immediacy of a contemporaneous resonance, an essential 
ingredient for a film categorised in a cycle. While blurring the classifying lines 
HWデ┘WWﾐ デｴW ┌ﾐSWヴIﾉ;ゲゲ ;ﾐS ┘ﾗヴﾆｷﾐｪ Iﾉ;ゲゲが デｴW aｷﾉﾏげゲ Iﾗﾐゲデヴ┌Iデｷﾗﾐ ﾗa デｴW ﾏﾗﾐゲデヴﾗ┌ゲ 
Other finds a certain echo with TyﾉWヴげゲ デｴWﾗヴ┞ ﾗa デWヴヴｷデﾗヴｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐ ふT┞ﾉWヴが 
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ヲヰヱンぎ ヱヶヲぶ ┘ｴｷﾉW W┗ﾗﾆｷﾐｪ BW┗ “ﾆWｪｪゲげs argument as to how the working class is 
constructed in terms of excess (Skeggs, 2004: 99). These threatening 
representations are also redolent with another creative foヴﾏげゲ ;ヮヮヴﾗ;Iｴ デﾗ デｴW 
┌ﾐSWヴIﾉ;ゲゲく J┌ﾉｷ;ﾐ “デ;ﾉﾉ;Hヴ;ゲゲげゲ W┝ヮﾉﾗヴ;デｷﾗﾐ ﾗa デｴW Bヴｷデｷゲｴ ;ヴデ ゲIWﾐW ｷﾐ デｴW ヱΓΓヰゲ 
includes his evaluation of particular works of art that sought engagement with an 
inner-city urban and housing estates, a cycle Stallabrass titles the urban pastoral 
(Stallabrass, 2006). The line of reasoning of this section is to align Eden Lake with 
the urban pastoral so as to embed the idea of the film as an urban horror through 
the lens of a rural horror. The feral behaviour of this lower class is first alluded to in 
a radio programme that Jenny and Steve are listening to on their journey to Slapton 
Quarry. On a discussion programme, the question of who is responsible for 
managing apparent feral teenage behaviour に school or family に is debated. 
Adolescent deviancy and ineffective parenting skills of the lower class are posited 
by their inclusion on the radio as a contemporaneous, and national, issue to the 
cinematic world, mirroring existing national discourses outside of the film, whilst 
functioning to set expectations for future narrative events.  
How then can this concept of the urban pastoral aid in deconstructing the horror 
and its relationship to landscape on display in Eden Lake? The key components we 
I;ﾐ デ;ﾆW aヴﾗﾏ “デ;ﾉﾉ;Hヴ;ゲゲげゲ ;ヮヮヴﾗ;Iｴ ;ヴW デｴW concept of the abject, othering, 
authenticity and the visual language through which we come to understand the 
lower classes as represented in differing cultural media. As argued in this thesis, the 
Hoodie Horror film is underpinned by the paradigm of social abjection as a process 
that imagines and configures minoritized populations as revolting. In Eden Lake, the 
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abject discourse of an urban poor adolescent deviant, made horrific in the figure of 
the Hoodie, is coupled with the stigmatizing discourse of an intergenerational 
underclass fecklessness. This is configured through using council estates as moral 
borders of contemporary Britain, and displayed here as a mechanism of horror. 
Abject discourse becomes abject horror, as the British underclass in the new 
ﾏｷﾉﾉWﾐﾐｷ┌ﾏ ｷゲ ゲ┌HﾏWヴｪWS ｷﾐ ; ｴﾗヴヴﾗヴ ;WゲデｴWデｷI ｷﾐ HﾗﾗSｷW Hﾗヴヴﾗヴゲく TｴW けデｴヴW;デWﾐｷﾐｪ 
ﾗデｴWヴげ ﾉ┞ｷﾐｪ ｷﾐ ┘;ｷデ ｷﾐ デｴW ┘ﾗﾗSﾉ;ﾐSゲ ﾗa “ﾉ;ヮデﾗﾐ Q┌;ヴヴ┞ ｷゲ ﾐﾗデ HWｪﾗデ ﾗa デｴW ヴ┌ヴ;ﾉが H┌デ 
ヴ;デｴWヴ ｷデ ｷゲ デｴW けゲI┌ﾏが ﾗaa;ﾉが ヴWa┌ゲWげ ふM;ヴ┝が ヱΒヵヲぶ ﾗa デｴW ┌ヴH;ﾐ ヮ;ゲデﾗヴ;ﾉ デｴ;デ ;ヴW デｴW 
monsters in Eden Lake. The urban pastoral contaminates the rural setting of the 
film, as if the horrific acts of Brett, the juvenile gang members and their fathers 
infect the rural idyll of the proposed private housing settlement, Eden Lake. The 
territorial stigmatization associated with the urban underclass is reimagined here as 
a monstrous othering. The rural locality functions as a platform on which the abject 
discourse of the underclass can play out, and in so doing is transformed into the 
moral borders of contemporary Britain. There is, though, conflict between function 
and representation. The localisation allows a threatening Other to be contained 
┘ｷデｴｷﾐ ;ﾐ ;ヴW; け;┘;┞げ aヴﾗﾏ ; ﾐ;デｷﾗﾐ;ﾉ ;┌SｷWﾐIWが H┌デ ｷﾐ ヴWﾉﾗI;デｷﾐｪ デｴW ┌ヴH;ﾐ 
underclass to a rural setting, the film comes to represent the underclass as a 
national issue, not just an urban problem. There is no escaping the threat of this 
aWヴ;ﾉ ヮﾗヮ┌ﾉ;デｷﾗﾐ ｷﾐ デｴW UﾐｷデWS KｷﾐｪSﾗﾏく Cﾉﾗ┗Wヴげゲ ゲデ;デWﾏWﾐデ ｷﾐ ｴWヴ デｴWﾗヴ┞ ﾗa ヴ┌ヴ;ﾉ 
horror, uヴH;ﾐﾗｷ;が デｴ;デ けヮWﾗヮﾉW aヴﾗﾏ デｴW Iｷデ┞ ;ヴW ヮWﾗヮﾉW ﾉｷﾆW ┌ゲげが SﾗWゲ ﾐﾗデ ;ヮヮﾉ┞ ｷﾐ 
Eden Lake. For the monsters lying in wait for Steve and Jenny are the threatening 
urban Other and are certainly not like them.  
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Aゲ ; ヴWIﾗﾐaｷｪ┌ヴ;デｷﾗﾐ ﾗa デｴW けゲデﾗヮヮｷﾐｪ aﾗヴ ｪ;ゲげ デヴﾗヮWが デｴW Iﾗ┌ヮﾉW ;ヴヴｷ┗Wゲ ;デ ; ﾉﾗI;ﾉ ヮ┌b 
in the town where they stay overnight before heading for the quarry. The warning 
to turn back is here constructed as a confrontation between cultural differences in 
behaviour between the couple and the local community that serves to initiate plot 
tension that will be developed by future narrative events. In a rapidly edited 
ゲWケ┌WﾐIWが “デW┗W ;ﾐS JWﾐﾐ┞ ゲｷデ ｷﾐ デｴW ﾉﾗI;ﾉ ヮ┌Hげゲ HWWヴ ｪ;ヴSWﾐ ;デ ﾐｷｪｴデ ゲ┌ヴヴﾗ┌ﾐSWS H┞ 
ﾐﾗｷゲ┞ IｴｷﾉSヴWﾐく Aゲ Hﾗデｴ IﾗﾏﾏWﾐデ ｴﾗ┘ ｷデ ゲｴﾗ┌ﾉS HW ヮ;ゲデ デｴW IｴｷﾉSヴWﾐげゲ HWSデｷﾏWが 
Steve begins a sentence, wishing someone would quieten one child (Fig 109). His 
sentence though is finished by a shot of the mother slapping her child, shouting at 
ｴWヴ ゲﾗﾐが けI HﾉﾗﾗS┞ デﾗﾉS ┞ﾗ┌げ ふFｷｪ 110). In a tense exchange of glances between the 
mother and Jenny (Figs 111 and 112), there is an unspoken threat posed by the 
mother to Jenny, resulting in the latter looking away in embarrassment (Fig 113) as 
the mother continues to stare aggressively in her direction. In an admission of class 
difference, and superiority on the part ﾗa “デW┗Wが ｴW ;ゲﾆゲ JWﾐﾐ┞が け;ﾐﾗデｴWヴ ヮｷﾐデ ﾗa ┘ｷaW 
HW;デWヴいげ. As the scene fades to Steve and Jenny in their hotel room, the couple and 
the audience are privileged with hearing an off-screen argument outside the 
establishment between another unknown local couple. As a seamless transition 
aヴﾗﾏ デｴW ヮヴW┗ｷﾗ┌ゲ ゲIWﾐWが デｴW ﾏ;ﾐ ゲｴﾗ┌デゲ ;デ デｴW ┘ﾗﾏ;ﾐが け┘ｴ;デ ﾆｷﾐS ﾗa ┘ﾗﾏ;ﾐ ;ヴW 
you ぐ Sﾗ ┞ﾗ┌ ┘;ﾐデ ゲﾗﾏW HWWaいげ. Iデげゲ ; Iﾗﾐaヴﾗﾐデ;デｷﾗﾐ “デW┗W IﾗﾏWSｷI;ﾉﾉ┞ ﾏｷﾏｷIゲ デﾗ 
Jenny in an act of lower-Iﾉ;ゲゲ ﾏ;Iｴｷゲﾏﾗが a┌ヴデｴWヴｷﾐｪ デｴW Iﾗ┌ヮﾉWげゲ ゲ┌ヮヮosed 
behavioural superiority over the local community. Taken as a comparison to the 
ヮヴﾗデ;ｪﾗﾐｷゲデゲげ HWｴ;┗ｷﾗ┌ヴが デｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐ ｷﾐ デｴWゲW デ┘ﾗ ゲIWﾐWゲ ﾗa デｴW ﾉﾗI;ﾉゲ HWｪｷﾐゲ 
the monstrous othering of the community, forecasting them as a fatal threat to the 
coupleく Iデ ｷゲ ﾐﾗデ デｴW ヴ┌ヴ;ﾉ デWヴヴｷデﾗヴ┞ デｴ;デ ｷゲ ｴﾗゲデｷﾉWが ﾗヴ デｴW けa┌ﾐﾐ┞ ┘;┞ゲ ;ﾐS ヴｷデ┌;ﾉゲ ﾗa 
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デｴW ﾉﾗI;ﾉゲげく Tｴｷゲ Iﾗﾏﾏ┌ﾐｷデ┞ ｴﾗﾉSゲ ﾐﾗ ﾏ┞ゲデWヴ┞ デﾗ WｷデｴWヴ デｴW ;┌SｷWﾐIW ﾗヴ JWﾐﾐ┞ ;ﾐS 
Steve. Rather, the initial encounters with these rural residents introduces the 
classist horror that the film develops and builds upon during the remainder of the 
film. The underclass, through their violent and anti-social behaviour, is posited as a 
social problem that threatens national stability. 
The later beach scene where Jenny and Steve are faced with the youngsters for the 
first time is an expansion on the rural horror trope of trespassing, and further 
constructs the underclass as threatening other. In a sequence for the battle for 
けゲヮ;IWげ ｷﾐ “ﾉ;ヮデﾗﾐ Q┌;ヴヴ┞ ふ┘ｷデｴ ヴWaWヴWﾐIW デﾗ ﾉﾗ┘Wヴ Iﾉ;ゲゲ HWｴaviour and its threat, 
the play on Slapton/Slap Town cannot go unnoticed), tension is constructed via 
close-ups and the alternation of shots showing the spatial composition of the 
couple, and the gang, within the frame. After witnessing the bullying of the young 
Asian boy by two teenagers, Jenny evinces concern with the event, her face framed 
in a close-up that conveys anxiety. Having fallen asleep, Jenny に and thus the 
audience に ｷゲ デｴWﾐ ゲデ;ヴデﾉWS H┞ ; Sﾗｪ H;ヴﾆｷﾐｪ ｴWヴ JWﾐﾐ┞げゲ a;IWく Aゲ デｴW ;SﾗﾉWゲIWﾐデ 
gang members situate themselves at the other end of the beach, the dog runs, 
defecating on the sand, repulsing Jenny. When Steve goes for a swim, uneasiness is 
increased with successive alternating shots of Jenny, further bothered by the dog, 
Steve looking on from the lake, and the gang camped at the other end of the beach. 
Deciding to confront the gang members, Steve is captured in deliberate motion 
thinking, looking at the kids and then moving towards them. Mocked by the youths 
at his request for them to keep their dog under control and their techno music 
Sﾗ┘ﾐが ｴW ;ゲﾆゲが けDﾗﾐげデ HW SｷIﾆゲげ HWaﾗヴW ヴW-joining Jenny; the gang increases the 
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volume of their techno music, laughing at Steve as he walks away. Later when the 
youths leave, menacingly walking past the couple, Brett exposes himself to Jenny.  
‘Wデ┌ヴﾐｷﾐｪ デﾗ “ﾆWｪｪゲげゲ ;ヴｪ┌ﾏWﾐデ ﾗa ｴﾗ┘ デｴW ┘ﾗヴﾆｷﾐｪ-class is conceptualised in terms 
of excess and the middle-class in terms of their restraint can be helpful here. Skeggs 
argues that vulgarity is frequently associated with disgust and that the working-
class is represented in terms of a lack of self-restraint (Skeggs, 2004: 104). Often 
represented as tasteless, the working-class is constructed in terms of drinking, 
smoking and being sexually rampant. Skeggs concludes that by associating working-
class bodies with surfeit and disgust, these bodies are represented as resisting 
ﾏﾗヴ;ﾉ ;ﾐS I┌ﾉデ┌ヴ;ﾉ ｪﾗ┗Wヴﾐ;ﾐIW ;ﾐS ;ヴW デｴWヴWaﾗヴW デヴ;ﾐゲaｷｪ┌ヴWS ｷﾐデﾗ ; けゲﾗIｷ;ﾉ 
ヮヴﾗHﾉWﾏげ デｴ;デ デｴヴW;デWﾐゲ デﾗ Iﾗﾐデ;ﾏｷﾐ;デW デｴW ﾐ;デｷﾗﾐが デｴ┌ゲ ヴWケ┌ｷヴｷﾐｪ ヴWｪ┌ﾉ;デｷﾐｪ ;ﾐS 
containment (Skeggs, 2004: 104-5). Eden Lake, especially in these scenes, 
monsterises what begins as low level anti-social behaviour, turning a lack of self-
governance and ill-discipline, and an association with dirt and danger, into the 
aesthetics of terror and fear. Aligning disgust at the working-class functions to 
maintain a distance from them. In Eden Lake, Jenny and Steve, by trespassing into a 
more lower-Iﾉ;ゲゲ Iﾗﾏﾏ┌ﾐｷデ┞が ヴｷゲﾆ けIﾗﾐデ;ﾏｷﾐ;デｷﾗﾐげ aヴﾗﾏ HWｷﾐｪ ｷﾐ ヮヴﾗ┝ｷﾏｷデ┞ デﾗ ｷデゲ 
members. It is in moments when both concede to their emotions and therefore 
respond excessively that their fate is sealed: Steve in accidently killing the dog and 
later with Jenny murdering Cooper. Their inability to govern their own bodies at 
critical moments in the plot is a direct contribution to their own murders. There is 
no escape from the nihilistic conclusion for Jenny and Steve. Approaching Brett, his 
gang and the wider community as representatives of an underclass, we can find 
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ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ ‘;┞ﾏﾗﾐS Wｷﾉﾉｷ;ﾏげゲ ｷSW;ゲ ｷﾐ Culture and Society ﾗﾐ けデｴW ﾏ;ゲゲWゲげく 
Wｷﾉﾉｷ;ﾏゲ ;ヴｪ┌Wゲ けデｴW ﾏ;ゲゲWゲげ ┘;ゲ ﾃ┌ゲデ ;ﾐﾗデｴWヴ W┝ヮヴWゲゲｷﾗﾐ aﾗヴ デｴW ﾏﾗHが け;ﾐS デｴW 
traditional characteristics of the mob were retained in its significance; gullibility, 
fickleness, herd prejudice, lowness of taste and habit. The masses, on this evidence, 
aﾗヴﾏWS デｴW ヮWヴIWヮデ┌;ﾉ デｴヴW;デ デﾗ I┌ﾉデ┌ヴWげ ふWｷﾉﾉｷ;ﾏゲが ヱΓヶ1: 318).  
“デW┗Wげゲ ｷﾐデヴ┌ゲｷﾗﾐ ｷﾐデﾗ BヴWデデげゲ a;ﾏｷﾉ┞ ｴﾗﾏW a┌ヴデｴWヴゲ デｴW ┌ゲ┌;ﾉ ｴﾗヴヴﾗヴ デヴﾗヮW ﾗa 
デヴWゲヮ;ゲゲｷﾐｪ ;ﾐS IﾗﾏHｷﾐWゲ ｷデ ┘ｷデｴ デｴW ヮ;ヴ;Sｷｪﾏ;デｷI けデWヴヴｷHﾉW ｴﾗ┌ゲWげく ‘;デｴWヴ デｴ;ﾐ 
containing mutilated bodies and instruments of torture, however, the house 
evinces the iconography and revolting discourse of a British working-class and 
underclass, animating and developing the dread and proximity of danger in the film. 
What Steve finds inside ;ﾐｷﾏ;デWゲ ┘ｴ;デ T┞ﾉWヴ I;ﾏW デﾗ SWゲIヴｷHW ;ゲ ; けヮ;ヴ;ゲｷデｷI;ﾉ 
S┞ゲa┌ﾐIデｷﾗﾐ;ﾉ ┌ﾐSWヴIﾉ;ゲゲ ﾗa a;ｷﾉWS Iｷデｷ┣Wﾐゲげ ふT┞ﾉWヴが ヲヰヱンぎ ヱヶヰぶく HWヴW デｴW SWﾏﾗﾐｷゲｷﾐｪ 
discourses of territorial stigmatization associated with council estates is 
constructed in representations of excessive slothfulness, tastelessness and 
violence.  
The kitchen is strewn with unwashed dishes and pans and empty bottles of beer 
and spirits. In the lounge there is outdated furniture and an unfashionable drinks 
counter brimming with an array of alcohol. Steve finds a hole in the lounge door 
(Fig 114ぶが デｴW ┗WゲデｷｪW ﾗa ; Sｷゲヮﾉ;┞ ﾗa ┗ｷﾗﾉWﾐIWく Uﾐﾆﾐﾗ┘ﾐ デﾗ “デW┗Wが ﾗ┌デゲｷSW BヴWデデげゲ S;S 
ヮ┌ﾉﾉゲ ┌ヮ ;ﾉﾗﾐｪゲｷSW JWﾐﾐ┞が ┘;ﾐデｷﾐｪ デﾗ ｪWデ ｷﾐデﾗ ｴｷゲ Sヴｷ┗W ;ﾐS I;ﾉﾉｷﾐｪ ｴWヴ ; けゲデ┌ヮｷS HｷデIｴげ 
for blocking his drive. He is driving the iconic white van, carrying bags of alcohol, 
representing a stereotypical image imbued with the negative cultural inscription of 
a working-Iﾉ;ゲゲ ﾏ;ﾉWく Aゲ “デW┗W ｴｷSWゲ ｷﾐ BヴWデデげゲ HWSヴﾗﾗﾏが ｴW ;ﾐS デｴW ;┌SｷWﾐIW 
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observe the adolescent gang in the garden physically terrorising a pet rabbit (Fig 
115ぶく Mｷゲﾃ┌Sｪｷﾐｪ “デW┗Wげゲ ;IIｷSWﾐデ;ﾉ ﾏﾗ┗WﾏWﾐデ aﾗヴ BヴWデデげゲが BヴWデデげゲ a;デｴWヴ Jﾗﾐ 
threateningly shouts up at him, establishing a violent and unstable father and son 
relationship. Steve escapes unseen. The presence of the brutish Jon, characterised 
by essentialist abject class discourse, extends the danger beyond the aggressive 
youth to incorporate a wider masculinity. The threat in Eden Lake is no longer a 
mere gang of kids looking for their own space to hang out, but an aggressive and 
volatile underclass masculinity.   
The construction of dread and fear in this scene diverges from the traditional 
けデWヴヴｷHﾉW ｴﾗ┌ゲWげ aﾗ┌ﾐS ｷﾐ ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴゲく J┌ﾏヮ-scares are omitted and tension is 
developed through a burgeoning confrontation between class-based masculinities. 
As Steve becomes I;┌ｪｴデ HWデ┘WWﾐ Jﾗﾐ ;ﾐS BヴWデデげゲ ｪ;ﾐｪが デｴW デｴヴW;デ ｷゲ ﾐﾗデ デｴ;デ ﾗa 
the rural, but of lower-class masculinity. Fear in Eden Lake is thus formed by and 
SWヮWﾐSWﾐデ ﾗﾐ Iﾉ;ゲゲく TｴWゲW ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ;ヴW Sヴ;┘ﾐ aヴﾗﾏ デｴW け;┌デｴWﾐデｷIげ 
depictions arising from the extra-diegetic demonising discourses of an underclass, 
and within the British tradition of social realism. Would Jon and Brett be out of 
place in the cinematic world of Nil by Mouth? The dysfunctional masculinity of Gary 
OﾉSﾏ;ﾐげゲ ヮWヴゲﾗﾐ;ﾉ ;IIﾗ┌ﾐデ ﾗa a;ﾏｷﾉ┞ ﾉｷaW ﾗﾐ a housing estate is exaggerated in Eden 
Lake by extending male violence beyond familial bonds. By doing so, this gendered 
threat can neither be contained by the family unit, nor within the community. By 
tracing an urban community into a rural setting, the film creates a dislocation 
between these others and the land. Whereas Leatherface, Lord Summerisle, or the 
backwoods community of The Hills have Eyes are constructed as inhabitants with a 
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symbiotic relationship to the landscape, and are bound to it, Jon and Brett are not. 
The threat they pose is not contained by their cinematic universe: rather their reach 
stretches beyond the screen, as these identities exist also outside of this 
geographical location.  
3.5.6: Hoodie Horror/Body Horror: Performing discourse as horrifying 
realism  
As stated previously, asserting there are realist attributes to Eden Lake, and the 
Hoodie Horror cycle in general, has proven a provocative position to take. However, 
I argue that the film requires approaching via three conceptualisations of realism: 
firstly through the perceptual framework of the abject discourses of Hoodies and 
the underclass, secondly through the accumulative representations of the 
underclass, the working class and a white, lower class masculinity, found in the 
British social realist tradition, that have fostered an acceptance as authentic in our 
cultural memory. A third consideration is to understand how horror is constructed 
from, and performed as, a discourse of horrifying realism.   
W;ﾉﾆWヴげゲ ヮﾗゲｷデｷﾗﾐ ヴWｪ;ヴSｷﾐｪ the casting of Thomas Turgoose, the young star of This 
is Englandが ;ゲ CﾗﾗヮWヴが ｷゲが aﾗヴ W;ﾉﾆWヴが ; ゲデヴ;デWｪ┞ デｴ;デ ┌ﾐSWヴI┌デゲ デｴW aｷﾉﾏげゲ ヴW;ﾉｷゲデ 
IヴWSWﾐデｷ;ﾉゲく “WWｷﾐｪ デｴｷゲ I;ゲデｷﾐｪ ;ゲ ; SWﾉｷHWヴ;デW ;Iデ デﾗ ┌デｷﾉｷゲW T┌ヴｪﾗﾗゲWげゲ けゲデ;ヴ 
I┌ヴヴWﾐI┞げ ;ﾐS Wゲデ;Hﾉｷゲｴ ｪWﾐWヴｷI W┝ヮectations, Walker finds realism and genre-
ﾏ;ﾆｷﾐｪ aｷﾉﾏ ヮヴ;IデｷIWゲ デﾗ HW Iﾗﾐデヴ;ヴ┞ ;ヮヮヴﾗ;IｴWゲき T┌ヴｪﾗﾗゲWげゲ ｷﾐIﾉ┌ゲｷﾗﾐ ゲ┌ｪｪWゲデゲ ;ﾐ 
;ヴデｷaｷIW デｴ;デ ﾉ;┞ゲ ┘;ゲデW デﾗ デｴW aｷﾉﾏげゲ ;ゲゲﾗIｷ;デｷﾗﾐ ┘ｷデｴ ヴW;ﾉｷゲﾏ ふW;ﾉﾆWヴが ヲヰ12: 449-50). 
TｴW Iｴ;ﾉﾉWﾐｪW ┘ｷデｴ W;ﾉﾆWヴげゲ ゲデ;ﾐIW ｷゲ デ┘ﾗ-fold. Firstly, he presents a literal 
;ヮヮヴﾗ;Iｴ ｷﾐ デヴ;ﾐゲﾉ;デｷﾐｪ ﾗデｴWヴゲげ ｷﾐデWヴヮヴWデ;デｷﾗﾐ ﾗa ;ﾐ ;ヮヮ;ヴWﾐデ ヴW;ﾉｷゲﾏ ｷﾐ デｴW aｷﾉﾏ ｷﾐデﾗ 
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the film possession of social realism. Secondly, he refuses to consider the possibility 
of those representations, narratives and iconography, employed in Hoodie Horrors 
that have previously been associated with realist texts, being approached through a 
framework of realism. While Walker is right to challenge the veracity of Eden Lakeげゲ 
representations, dismissing the film as a pretence of realism narrows the field of 
vision through which it should be apprehended. It is more advantageous to 
approach the representations as false due to an erroneous dominant ideology, as 
this allows for a more nuanced analysis (such as normalization of demonizing 
constructs), that considers representations in terms of what Rancière 
conceptualises as a set of terms. Ranciere writes of the working class being known 
H┞ けﾐ;ﾏWゲ ぷデｴ;デへ Sﾗ ﾐﾗデ W┝ヮヴWゲゲ ;ﾐ ;┘;ヴWﾐWゲゲ ﾗa ; IﾗﾐSｷデｷﾗﾐく TｴWｷヴ ヮヴｷﾏ;ヴ┞ a┌ﾐIデｷﾗﾐ 
is to construIデ ゲﾗﾏWデｴｷﾐｪが ﾐ;ﾏWﾉ┞ ; ヴWﾉ;デｷﾗﾐゲｴｷヮ ﾗa ;ﾉデWヴｷデ┞げ ふ‘;ﾐIｷXヴWが ヱΓΓΑぎ ヲンぶく Aゲ 
T┞ﾉWヴ ヮﾗゲｷデゲが ┘W ﾏ┌ゲデ IﾗﾐゲｷSWヴ けデｴW ヴW;ﾉｷデ┞ WaaWIデゲ ﾗa デｴWゲW ｷﾐﾃ┌ヴｷﾗ┌ゲ ｷﾐデWヴヮWﾉﾉ;デｷﾗﾐゲげ 
and how these demonizing discourses rework and shape our perceptual 
frameworks of class (Tyler, 2013: 175). These discourses may be for political or 
cultural exploitation, but they posit a truth, a reality, that constructs the abject as 
something other than us に ; けデｴWﾏげ に to be hated or feared.  
To follow this position for Eden Lake, we can contextualise the film against the 
discourses attached to Hoodies and the underclass, the abject discourses of 
othering that acknowledge the aesthetics of disgust within which the urban lower 
class has been constructed, both cinematically and in a wider British culture. 
Challenging the veracity remains possible, but the focus remains on the construct, 
and the significance of the abject state. Extending this nuanced analysis to film 
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academia paves a path away from austerely categorising the film in terms of genre 
or a practice, say as either horror or social realism, towards an acknowledgement of 
the hybridity of sensibilities at play in the film, in much the same vein as Smith does 
when muddying the waters of realism with fantasy, in his conceptualisation of 
Trainspotting ;ゲ けHﾉ;Iﾆ ﾏ;ｪｷI ヴW;ﾉｷゲﾏげ ふ“ﾏｷデｴが ヲヰヰヲぶく TｴW Sｷゲ;S┗;ﾐデ;ｪW ﾗa W;ﾉﾆWヴげゲ 
approach is in choosing not to define what a Hoodie Horror is, but rather choosing 
to determine the Hoodie Horror as strictly a horror film. By analysing the film in 
terms of the abject discourses of the urban underclass, we can approach the film in 
terms of the horrifying realism that underpins the Hoodie Horror cycle and has 
influenced recent British realist output such as Tyrannosaur. Here, in Eden Lake, the 
mechanisms of horror spectacularise both the abject dialogue of the British 
underclass and iconography associated with the British social realist tradition and, 
in so doing, performs discourse as a horrifying realism.  
The confrontation between the couple and youngsters escalates through a series of 
ヴWヮヴｷゲ;ﾉゲく TｴW ｪ;ﾐｪ ゲデW;ﾉ “デW┗Wげゲ I;ヴ ;ﾐS, in a tense stand-off, Steve accidently kills 
BヴWデデげゲ Sﾗｪく Iﾐ ;ﾐ Waaﾗヴデ デﾗ WゲI;ヮW デｴW ┘ﾗﾗSゲ ;ﾐS デｴW ｪ;ﾐｪが “デW┗W Iヴ;ゲｴWゲ デｴW I;ヴ 
into the tree. Unable to free himself, he implores Jenny to fetch help. Unable to 
find her way out of the woods, Jenny then encounters Steve, tied up with wire, 
viciously taunted by the gang. The horror set pieces of the film discussed earlier 
introduce the realist infused horror schematics that the film fully realises in the 
scenes of body horror that unfurl precipitously from this point. While Brett, the 
ｪ;ﾐｪげゲ S┞ﾐ;ﾏｷIゲが ;ﾐS デｴWｷヴ HﾉﾗﾗS┞ ;Iデｷﾗﾐゲ ┘ｷﾉﾉ HW ;SSヴWゲゲWS ｷﾐ ﾏﾗヴW SWデ;ｷﾉ ｷﾐ デｴW 
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chapter on monsters, I will touch upon these here to highlight the furthering 
departure from the rural horror tropes. 
TｴW ｪ;ﾐｪげゲ HﾉﾗﾗS┞ H┌デIｴWヴｷﾐｪ ﾗa “デW┗W ┘ｷデｴ ; “デ;ﾐﾉW┞ ﾆﾐｷaW ふFｷｪ 116), the burning 
;ﾉｷ┗W ﾗa デｴW ┞ﾗ┌ﾐｪ AS;ﾏが P;ｷｪW ;ﾐS けｴ;ヮヮ┞ ゲﾉ;ヮヮｷﾐｪげ ふFｷｪ 117) and the eventual 
fateful capture of Jenny, are actions belonging to an urban underclass, representing 
forms of associative behaviour known to the audience via various contemporary 
cultural streams. Rampant media reports had already established the Hoodie as 
violent and murderous by the release of Eden Lakeく G;ﾐｪ ヴWﾉ;デWS ﾆﾐｷaW IヴｷﾏW ふけBﾗ┞ 
Murdered by Happy-“ﾉ;ヮ YﾗHゲげ (Box et al, 2005)), and acts of meaningless murder, 
ふけCｴｷヮ-デｴヴﾗ┘ｷﾐｪ HﾗﾗSｷW “デ;Hゲ M;ﾐ デﾗ DW;デｴ ｷﾐ ‘ﾗ┘ ﾗﾐ B┌ゲげ (Pettifor, 2005)) 
constructed the Hoodie as a figure of fear. Adolescent and gang crime have a long 
history in British cinema and television, or rather both media repeatedly return to 
this territory in generational cycles. The gang in Eden Lake establishes its place in 
the lineage traceable to We Are The Lambeth Boys (Karel Reisz, 1959), down 
through Scum (Alan Clarke, 1977), Quadrophenia (Franc Roddam, 1979), The Firm 
(Alan Clarke, 1989), to Bullet Boy, Kidulthood and Adulthood. Bヴｷデｷゲｴ ゲIヴWWﾐげゲ ﾉﾗﾐｪ-
time love affair with the bodies of errant and violent lower-class masculinities is 
melded here with contemporary abject representations. The realism of both is 
blurred here into an essentialist animation of a sadistic and brutal underclass youth 
;ゲ ﾏﾗﾐゲデWヴが ┘ｴﾗ ヮWヴaﾗヴﾏ けI;ゲ┌;ﾉ ;ﾐS SｷヴWIデｷﾗﾐﾉWゲゲ ┗ｷﾗﾉWﾐIWげ ;ゲ ｴｷゲ けI;ﾉﾉｷﾐｪ I;ヴSげが デﾗ 
return to Carl Freedman. But while the visceral violence enacted elicits repulsion 
and moralistic opposition, the source of such acts belies its cinematic setting.   
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Brett is not the pantheistic, charismatic leader Lord Summerisle, and Jenny and 
“デW┗W ;ヴW ﾐﾗデ ゲ;IヴｷaｷIWゲ デﾗ ;ヮヮW;ゲW デｴW ゲ┌ﾐ ｪﾗS ｷﾐ ﾗヴSWヴ ┞ｷWﾉS ﾐW┝デ ┞W;ヴげゲ Iヴﾗヮく 
These rituals are not folk customs, or fertility rites, nor is there a maypole. The 
earth has not given rise to a contaminating evil, returning to seek revenge. The film 
IﾉﾗゲWゲ ┘ｷデｴ JWﾐﾐ┞ ;デデ;IﾆWS H┞ BヴWデデげゲ a;デｴWヴが Jﾗﾐが ;ﾐS ﾗデｴWヴ a;デｴWヴゲく Aゲ BヴWデデ ヴWデ┌ヴﾐゲ 
home to give his version of events, his father seeks revenge. Having struggled to 
survive, sacrificing her goodness for her life, Jenny is finalﾉ┞ デヴ;ヮヮWS ｷﾐ デｴW けデWヴヴｷHﾉW 
ｴﾗ┌ゲWげく Tｴｷゲ ﾐWﾗﾉｷHWヴ;ﾉ Iｷデｷ┣Wﾐ ｷゲ ﾏWﾐデ;ﾉﾉ┞ ;ﾐS ヮｴ┞ゲｷI;ﾉﾉ┞ ﾗ┗Wヴ┘ｴWﾉﾏWS ｷﾐ デｴW aヴ;ﾏW 
by the tidal wave of an underclass, vengeful masculinity. Jenny is now reduced 
onscreen to facial close-ups, framing that magnifies her terror (Fig 118). 
As she is wrestled into the bathroom by Jon, the camera returns and remains with a 
ﾉﾗﾐW BヴWデデき JWﾐﾐ┞げゲ ゲIヴW;ﾏゲ ;ヴW ｴW;ヴS ﾗaa-screen. This closing killing of Jenny is an 
appropriate ending to a film fused in horror and realism. A returning trope of British 
realist ventures is the problematic father, and a persistent perception of adolescent 
SW┗ｷ;ﾐI┞ ｷゲ デｴ;デ デｴｷゲ ｷゲ デｴW ヴWゲ┌ﾉデ ﾗa けH;Sげ ヮ;ヴWﾐデｷﾐｪく TｴW ﾐWﾗﾉｷHWヴ;ﾉ ｪﾗ┗WヴﾐﾏWﾐデが ｷﾐ 
decoupling itself from responsibility, transfers accountability to the self and to the 
family. Eden Lake closes with the cinematic animation of the underclass as a 
community built on an inter-generational culture of violence, thus reasserting the 
aｷﾉﾏげゲ ｴﾗヴヴｷaｷI ヴW;ﾉｷゲﾏく J;ﾏWゲ W;デﾆｷﾐゲげs closing scenes complicates accountability, in 
W┝I┌ゲｷﾐｪ BヴWデデげゲ ┗ｷﾗﾉWﾐデ HWｴ;┗ｷﾗ┌ヴが H┞ ヮﾉ;Iｷﾐｪ ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ┘ｷデｴ ｴｷゲ a;デｴWヴが Jﾗﾐく 
Tookey was incorrect in assessing the film as an expression of a nation in fear of its 
youth. It is not the woods, or the otherness of the rural, that is the locus of dread. 
 277 
Rather it is the underclass community and its shared vision of violence that is 

































































































































































Figure 60 (The Watcher in the Woods, 1980) 
 
 




Figure 62 (The Others, 2001) 
 
 























































































































































































































TｴW デヴﾗ┌HﾉW ┘ｷデｴ ﾏﾗﾐゲデWヴゲ デｴﾗ┌ｪｴが ┘ｴWデｴWヴ aﾗ┌ﾐS ﾗヴ ﾏ;SWが ｷゲ デｴW┞ ┘ﾗﾐげデ 
stay put. 
(Boyle and Coombe, 2013: 3) 
The glaring question the perennial cautionary tale, Frankenstein (Shelley, 
1818/2010), confronts us all with is: who is the monster, Victor Frankenstein or his 
creation? The original novel and perpetual cinematic and televisual adaptations 
continue to engage with questions of morality, ethics and accountability. Two 
hundred years after its publication, Frankenstein still fascinates. Its continued 
cultural resonance has spawned re-animations across a plethora of genres. Film 
adaptations specifically re-work the myth to meet particular forms and range from 
the 1972 spoof Young Frankenstein (Mel Brooks, 1974), via the stop-motion Tim 
Burton animation for children, Frankenweenie (Tim Burton, 2012), to the horror 
melodrama Penny Dreadful (John Logan, 2014 に 2016). But the persistent presence 
of Frankenstein in culture necessitates a fresh engagement with the very idea of the 
monstrous, a re-imagined animation as it were, to allow for differing temporal 
resonances to play out.  
While the function of the monster in tales as a narrative device remains 
transhistorical, the monster as meaning has ignited differing theoretical approaches 
in scholarship that can be broadly divided along the oppositional lines of 
universality versus temporally and culturally specific, and psychoanalytical models 
versus cognitive illuminations. Psychoanalytical readings dominate the field in 
works by Wood (1986), Clover (1992) and Creed (1997). C;ヴヴﾗﾉﾉげゲ ┘ﾗヴﾆ ﾗﾐ デｴW 
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ontology of monsters then challenges the traditional interpretations of the 
WﾏHﾗSｷﾏWﾐデ ﾗa ﾏﾗﾐゲデWヴゲが ゲｷﾐIW ヮゲ┞Iｴﾗ;ﾐ;ﾉ┞ゲｷゲが aﾗヴ C;ヴヴﾗﾉﾉが けa;ｷﾉゲ デﾗ ヮヴﾗ┗ｷSW ; 
compreｴWﾐゲｷ┗W ;IIﾗ┌ﾐデ ﾗa デｴW aｷｪ┌ヴWゲ ﾗa ｴﾗヴヴﾗヴげ ふCarroll, 1990: 174). A further issue 
with psychoanalytical readings is the charge by such scholars as James Twitchell 
(1985) and Jonathan Lake Crane of its reductiveness, resulting in a universal, or 
ahistorical cﾗﾐIWヮデｷﾗﾐぎ けｷﾐ ｷヴヴW┗ﾗI;Hﾉ┞ ﾉｷﾐﾆｷﾐｪ ｴﾗヴヴﾗヴ デﾗ デｴW ┌ﾐIﾗﾐゲIｷﾗ┌ゲﾐWゲゲ ┘W 
dismiss, all too hastily, the possibility that horror films have something to say about 
ヮﾗヮ┌ﾉ;ヴ WヮｷゲデWﾏﾗﾉﾗｪ┞が ;Hﾗ┌デ デｴW ゲデ;デ┌ゲ ﾗa IﾗﾐデWﾏヮﾗヴ;ヴ┞ Iﾗﾏﾏ┌ﾐｷデ┞げ ふCヴ;ﾐW, 1994: 
29). Writers Mark Jancovich (1992) and Judith Halberstam acknowledge that the 
crucial point is the shifting form of monsters, which is dependent on the cultural 
;ﾐS デWﾏヮﾗヴ;ﾉく Aゲ H;ﾉHWヴゲデ;ﾏ ┘ヴｷデWゲが けデｴW HﾗS┞ デｴ;デ ゲI;ヴWゲ ;ﾐS ;ヮヮ;ﾉゲ Iｴ;ﾐｪWゲ ﾗ┗Wヴ 
time, as do the individual characteristics that add up to monstrosity, as do the 
ヮヴWaWヴヴWS ｷﾐデWヴヮヴWデ;デｷﾗﾐゲ ﾗa ﾏﾗﾐゲデヴﾗゲｷデ┞げ ふHalberstam, ヱΓΓヵぎ Βぶく JWaa CﾗｴWﾐげゲ 
treatise on monster culture configures the monster as a site on which societal 
concerns に economic, identity, sexuality, class に are erected in order to delineate 
social structures that determine what is prohibited and what is normalised, 
ヴWゲ┌ﾉデｷﾐｪ ｷﾐ デｴW SWﾏ;ヴI;デｷﾗﾐ ﾗa ; I┌ﾉデ┌ヴWげゲ HﾗヴSWヴゲ ふCﾗｴWﾐが 1996: 3-25). If we accept 
CﾗｴWﾐげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ デｴW ﾏﾗﾐゲデヴﾗ┌ゲ HﾗS┞ ｷゲ けヮ┌ヴW I┌ﾉデ┌ヴWげが Hﾗデｴ デｴW 
personification of the fears and anxieties of the cultural moment and a form that 
can metamorphose to react and to absorb changing anxieties (Cohen, 1996: 4), 
then we approach the monster as a cultural metaphor, a body inscribed with 
meaning. A body that is inscribed holds a dual function: while the monster 
communicates anxieties, a body inscribed demands to be read.  
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Of course, Frankensteinげゲ IヴW;デｷﾗﾐ is not the only monster that is revisited and 
reworked. Variations on Dracula (Stoker, 1897/2004), Strange Case of Dr Jekyll & 
Mr Hyde (Stevenson, 1886/1993) and The Wolf Man (George Waggner, 1941) have 
all received attention, whilst the mad scientist narrative reappears sporadically. 
This perpetual presence suggests, then, that monsters have a critical role to play in 
I┌ﾉデ┌ヴWく Eﾏヮﾉﾗ┞ｷﾐｪ CﾗｴWﾐげゲ ゲ┌IIｷﾐIデ ;ヮヮヴ;ｷゲ;ﾉが デｴW ﾏﾗﾐゲデWヴ ｷゲ ; aｷｪ┌ヴW ﾗﾐ デﾗ ┘ｴｷIｴ 
societal fears are projected. Monsters, though, are also aberrations. A monster may 
be a form that makes meaning, but it is also a form that requires animating, a form 
where fears are made flesh. Noël C;ヴヴﾗﾉﾉげゲ Wゲデｷﾏ;デｷﾗﾐ ﾗa ┘ｴ;デ Iﾗﾐゲデｷデ┌デWゲ ; 
monster, in his Art-horror treatise, conceptualises monsters as beings who 
fascinate us because they disrupt, due to their fictitious form, what is possible and 
ﾆﾐﾗ┘ﾐく Fﾗヴ C;ヴヴﾗﾉﾉが ; ﾏﾗﾐゲデWヴ ｷゲ け;ﾐ┞ HWｷﾐｪ ﾐﾗデ HWﾉｷW┗WS デﾗ W┝ｷゲデ ;IIﾗヴSｷﾐｪ デﾗ 
IﾗﾐデWﾏヮﾗヴ;ヴ┞ ゲIｷWﾐIWげ ふC;ヴヴﾗﾉl, 1990: 27). It is monstrous because its very 
incarnation transgresses the natural and social order. Both vampire and the zombie 
are the undead and impure beings. Mr Hyde is the embodiment of the human 
struggle between the civilised and barbarism, and the inability for a human to 
control her/his basest desires. Mr Hyde is the inner, base self, made visible as if 
puncturing the very skin that encases it. Monsters, then, are the abject, as they are 
an invasion into an ordered realm to which they do not belong and thus require 
expelling. As Kristeva notes of the abject, it is to do with demarcating, delineating 
and border making (Kristeva, 1982).  
Tﾗ ヴWデ┌ヴﾐ デﾗ Bﾗ┞ﾉW ;ﾐS CﾗﾗﾏHWげゲ ;ゲゲWヴデｷﾗﾐ IｷデWS ;デ デｴW HWｪｷﾐﾐｷﾐｪ ﾗa デｴｷゲ 
introduction, monsters are not a hegemonic site: animations are responsive to 
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changing cultural tastes. In cinema, the traditional monster incarnations waned in 
popularity and gave way to more modern and realist personifications of 
monstrosity in Psycho (Alfred Hitchcock, 1960), and Peeping Tom (Michael Powell, 
1960). The development of special effects brought more visual daring to onscreen 
monsters, allowing for updated models on previous, more restrained texts, 
epitomised in such remakes as The Thing (John Carpenter, 1982) and The Fly (David 
Cronenberg, 1986). But while special effects enabled more intense visualisations of 
monstrosity, amplifying a grotesque nature, the more realist depictions restrained 
such traditional outward manifestations. Such rejection brought a question to the 
fore に how Sﾗ ┘W ヴWIﾗｪﾐｷゲW ﾏﾗﾐゲデWヴゲい C┞ﾐデｴｷ; FヴWWﾉ;ﾐSげゲ デｷﾏWﾉ┞ ;IIﾗ┌ﾐデ ﾗa ヴW;ﾉｷゲデ 
ｴﾗヴヴﾗヴ ;ヮヮヴﾗヮヴｷ;デWﾉ┞ ｴｷｪｴﾉｷｪｴデゲ ｴﾗ┘ デｴW ｪヴﾗ┘ｷﾐｪ ゲ┌HｪWﾐヴW W┝ヮﾗゲWS C;ヴヴﾗﾉﾉげゲ 
conceptualisation of monsters as too narrow for understanding the very modern 
monstrosity in these films (FreWﾉ;ﾐSが ヱΓΓヵぎ ヱヲΒぶく C;ヴヴﾗﾉﾉげゲ ;IIﾗ┌ﾐデ ヴWﾃWIデゲ デｴW ﾐﾗデｷﾗﾐ 
that Psychoげゲ Nﾗヴﾏ;ﾐ B;デWゲ ;ﾐS The Flyげゲ Bヴ┌ﾐSﾉW Fﾉ┞ ;ヴW ﾏﾗﾐゲデWヴゲく Wｴｷﾉゲデ デｴW aｷﾉﾏゲ 
for Carroll display the syntax of horror films, the supposed monsters do not meet all 
ﾗa C;ヴヴﾗﾉﾉげゲ ;ヴデ-horror criteria, the first because Norman is merely suffering from a 
mental illness, and Brundle Fly because his girlfriend feels sympathy for him, 
SWゲヮｷデW デｴW ｪヴﾗデWゲケ┌W デヴ;ﾐゲaﾗヴﾏ;デｷﾗﾐが ;ﾐ Wﾏﾗデｷﾗﾐ デｴ;デ ﾐWｪ;デWゲ デｴW aﾉ┞げゲ ﾏﾗﾐゲデヴﾗ┌ゲ 
form (Carroll, 1990: 39-ヴヰぶく FヴWWﾉ;ﾐSげゲ detailed analysis of Henry: Portrait of a Serial 
Killer (John McNaughton, 1986) reconfigures the spectacle of horror in the modern 
ﾏﾗﾐゲデWヴ ;┘;┞ aヴﾗﾏ ; デヴ;ﾐゲｪヴWゲゲｷ┗W aﾗヴﾏが ;ゲ ゲﾆWデIｴWS ｷﾐ C;ヴヴﾗﾉﾉげゲ art-horror, and 
locates it within the bloody actions of the killer.   
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4.1.1: A national monster 
Our fears are among the most revealing things about us.  
(Pirie, 2009: 224) 
Iげ┗W HWｪ┌ﾐ ┘ｷデｴ ゲ┌Iｴ ;ﾐ W┝ヮﾉﾗヴ;デｷﾗﾐ ;ﾐS ケ┌Wゲデｷﾗﾐｷﾐｪ ゲｷﾐIW デｴW ﾏﾗﾐゲデWヴゲ ﾗa デｴW 
Hoodie Horror traverse both human and gothic form, inviting critical inquiry not 
only into the ontology of the monster, but also about how the monster of the cycle 
and the textual processes of the films engages with, and are influenced by, the 
legacy of British film history. These monsters are, in essence, very British monsters. 
They are also bodies of discourse. The gothic manifestations of demons, zombies 
and gesichtslosgeists (faceless ghosts) in Heartless, Citadel, and F draw explicitly on 
traditional manifestations of the monster that rely upon the relationship between 
skin and monstrosity, concealment and revelation, whereas the monsters of Harry 
Brown, Eden Lake and Cherry Tree Lane are shaped by a tradition of representing 
classed masculinity onscreen. Both, though, are representations of the abject. The 
monster of the Hoodie Horror exploits the strategic and excessive essentialism of 
the Hoodie as 'national abject' whilst establishing it within Bhabha's 'discursive 
strategy of the stereotype' (Bhabha, 1983: 18). Consideration of the ontology of the 
monsters has given rise to the terms with which I have furnished these two 
configurations: the gothic abject and the monstrous abject. Both representations 
take their cue from, and by, exploiting the political currency of the abject discourse 
of the Hoodie as national abject, a model this thesis presented in the introductory 
chapter, Fashion of Fear. Inflammatory media headlines suIｴ ;ゲ けKｷﾉﾉWS H┞ HﾗﾗSｷWゲげ 
ふL;ﾆWﾏ;ﾐが ヲヰヰヵぶが ;ﾐS けBﾗ┞げゲ Tｴヴﾗ;デ “ﾉ;ゲｴWS ｷﾐ けE┝WI┌デｷﾗﾐ Aデデ;Iﾆぎ TWWﾐ;ｪWヴ KｷﾉﾉWS H┞ 
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HﾗﾗSｷWげ ふMｷﾉﾉar and Pettifor, 2008: 27) that configure the Hoodie as a violent and 
indiscriminate killer, are cinematically realised in both gothic and monstrous abject. 
Both are reliant on a mimesis of the Hoodie, and the ontology of the monsters of 
the cycle are underpinned with this political and cultural discourse of the 
┌ﾐSWヴIﾉ;ゲゲく Aゲ FヴWWﾉ;ﾐS ﾗHゲWヴ┗Wゲが けｷデ ｷゲ ﾐﾗ ﾐW┘ゲ デｴ;デ ;ヴデ ｷﾏｷデ;デWゲ ﾉｷaWげ ふFreeland, 
1995: 126), but the brazen tracing of representation and tales of violence here 
distort the borders between fact and fiction, resulting in a problematic mediated 
ヴW;ﾉｷゲﾏ ﾗa デｴW I┞IﾉWく TｴW HﾗﾗSｷW Hﾗヴヴﾗヴ ﾏﾗﾐゲデWヴ ｷゲ ;ﾐ W┝Wﾏヮﾉ;ヴ ﾗa CﾗｴWﾐげゲ デｴWﾗヴ┞が ; 
cultural form inscribed with a neoliberal rhetoric of class difference, and one that 
illuminates the fetishization of the underclass in the public imaginary. The Hoodie 
Horror symbolically discriminates against the underclass by making monsters of this 
population. The monstrous form is a historicised figure that configures, horrifically, 
anxieties over citizenship in Britain in the 2000s. The challenge for filmmakers is in 
how to make the realism horrifying enough, and both chapters explore the filmic 
strategies employed in the monster-making.  
These monsters are not only etched with the abject rhetoric of class, but also with 
the history of British cinema. The monsters of the Hoodie Horror are the epitome of 
the cycle in that they are the embodiment of the tension between social realism 
and horror, the two traditions that this thesis argues exert influence over and are 
present in the cycle, both structurally and in terms of representation. The 
unceasing fascination of social realism for masculine and adolescent identity in the 
social problem film is transfigured here into an essentialist narrative and figure of 
horror: the monster. In the Hoodie Horror, the social problem film is the horror 
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film. These monsters also reignite the longstanding feud enacted in scholarship on 
British cinema. David Pirie and Jonathan Rigby, devotees of British horror, have 
Hﾗデｴ IﾗﾐaヴﾗﾐデWS Bヴｷデｷゲｴ aｷﾉﾏ I┌ﾉデ┌ヴWげゲ ゲﾐﾗHHWヴ┞ デﾗ┘;ヴSゲ ｴﾗヴヴﾗヴが ｷﾐ ヮヴWaWヴWﾐIW aﾗヴ 
デｴW ;┌デｴWﾐデｷIｷデ┞ ﾗa デｴW ヴW;ﾉｷゲデ ;WゲデｴWデｷI ふ‘ｷｪH┞が ヲヰヰヰき PｷヴｷWが ヲヰヰΓぶく J┌ﾉｷ;ﾐ PWデﾉW┞げゲ 
ゲWﾏｷﾐ;ﾉ ;ヴデｷIﾉWが けTｴW Lﾗゲデ CﾗﾐデｷﾐWﾐデげ IﾗﾐデW┝デ┌;ﾉises such revilement within two 
positions of conceit: first, the wider discussion and dismissal of British cinema as a 
genre cinema, and second, the centralisation and valorisation of realism, at the 
expense of other film forms (Petley, 1986: 98-119). While the rise in scholarship on 
Bヴｷデｷゲｴ ｴﾗヴヴﾗヴ ｴ;ゲ ゲﾗﾏW┘ｴ;デ ヴWIﾗﾐSｷデｷﾗﾐWS デｴW ｪWﾐヴWげゲ ゲデ;ﾐSｷﾐｪ ｷﾐ Bヴｷデｷゲｴ aｷﾉﾏ 
I┌ﾉデ┌ヴWが ｷデ ｷゲ ゲデｷﾉﾉ ｷﾐSWデWヴﾏｷﾐ;デW ┘ｴWデｴWヴ ヴW;ﾉｷゲﾏげゲ ゲデ;ﾐSｷﾐｪ ｴ;ゲ HWWﾐ ヴW;ゲゲWゲゲWSが 
WゲヮWIｷ;ﾉﾉ┞ ｷa ┘W IﾗﾐゲｷSWヴ PWデWヴ Bヴ;Sゲｴ;┘げゲ IﾗﾏﾏWﾐデゲ ﾗﾐ The Selfish Giant as 
ﾗ┌デﾉｷﾐWS ｷﾐ デｴW けMﾗﾐゲデヴﾗ┌ゲ GWﾗｪヴ;ヮｴｷWゲげ Iｴ;ヮデWヴ ふBヴ;Sゲｴ;┘が ヲヰヱンぶく WｴWデｴWヴ デｴW 
a;ﾐデ;ゲデｷI ﾗﾐ Sｷゲヮﾉ;┞ ｷﾐ デｴWゲW ﾏﾗﾐゲデWヴゲ I;ﾐ ;IｴｷW┗W PｷヴｷWげゲ SWゲｷヴW ﾗa けWヴ┌ヮデぷｷﾐｪへ ｷﾐデﾗ 
デｴW Sﾗﾏｷﾐ;ﾐデ ﾏﾗSWげ ふPirie, 2009: 12) is debatable. The monsters of the Hoodie 
Horヴﾗヴ デヴ;┗WヴゲW Hﾗデｴ デｴW けﾉﾗゲデ IﾗﾐデｷﾐWﾐデげ ふPWデﾉW┞が ヱΓΓヶぎ ΓΒ-119) and the vaunted 
verisimilitude of the realist aesthetic. However, the employment of horror as a 
textual mechanism through which to animate the lower-class exposes the 
ideological issue of contemヮﾗヴ;ヴ┞ ヴW;ﾉｷゲデ デW┝デゲげ ヴWヮヴWゲWﾐデ;デｷﾗﾐ ﾗa デｴW ﾏ;ヴｪｷﾐ;ﾉｷゲWSが 
but also positions horror as a cinematic vehicle for engaging with social issues in 
British film culture of the new millennium. These films reveal how far the 
spatialising discourse of the underclass has marginalised this population in the 
public imaginary. The following chapters explore the monster as discourse in the 
Hoodie Horror.  
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4.2: The monstrous abject 
 
To comprehend the monsters of the real requires expanding our understanding of 
monsters to its farthest reaches, beyond generic markers and structures; to 
reconfigure and to reappraise what was conceived as monstrous in Britain in the 
W;ヴﾉ┞ ┞W;ヴゲ ﾗa デｴW ﾐW┘ ﾏｷﾉﾉWﾐﾐｷ┌ﾏく B;ヴヴ┞ KWｷデｴ Gヴ;ﾐデげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa デｴW 
Yuppie Horror film is potentially innovative and attempts to locate the horror in 
films such as Fatal Attraction (Adrian Lyne, 1987), Pacific Heights (John Schlesinger, 
1990) and Single White Female (Barbet Schroeder, 1992), through identifying 
ｴﾗヴヴﾗヴ aｷﾉﾏげゲ けゲデ┞ﾉW ;ﾐS ゲ┞ﾐデ;┝げ ｷﾐ デｴW ailms in focus (Grant, 2004: 153-65). However, 
Gヴ;ﾐデげゲ ﾏWデｴﾗSﾗﾉﾗｪ┞ ｷﾐ ゲW;ヴIｴｷﾐｪ aﾗヴ デｴW ﾗﾉS S;ヴﾆ ｴﾗ┌ゲWが ﾏﾗﾐゲデWヴゲ ;ﾐS デｴW 
ﾏﾗﾐゲデヴﾗ┌ゲ けﾗデｴWヴげが ｷﾏヮヴWゲゲWゲ ﾏﾗヴW ｷﾐ ｷSWﾐデｷa┞ｷﾐｪ ﾏ;ヴﾆWヴゲ ﾗa デｴW ｴﾗヴヴﾗヴ aｷﾉﾏが ヴ;デｴWヴ 
than a scrutiny of the yuppie as horror. As this thesis repositions the abject away 
from the psychoanalytical to the social, and subsequently revisits the nature of 
horror in the cycle, so monsters must receive the same treatment, since, as 
FヴWWﾉ;ﾐS ｴ;ゲ ゲデ;デWSが けｴﾗヴヴﾗヴ IﾗﾐIWヴﾐゲ ﾏﾗﾐゲデWヴゲげ ふFヴWWﾉ;ﾐSが ヱΓΓヵぎ ヱン0). Monsters of 
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the real reside within the alterity of representation that underscores this thesis. But 
still, these monsters require horrorising. 
While the gothic abject is a paradoxical fusion of the contemporary discourse of the 
underclass and an unfashionable monsterisation, the monstrous abject is born of 
the same abject discourse but requires situating in a different cinematic legacy. As 
with the gothic abject, the monsters of the real, as this chapter argues, are born of 
a discourse of the underclass as abject, conceptualised in the figure of the Hoodie, 
but also of a broader discourse that positions the circumstances of the underclass 
as an intergenerational condition, as if poverty, unemployment and violence are 
states inherited. As Tyler argues, imagining the underclass as a race positions 
disadvantage not as a result of political or economic strategies, but as an inherited 
condition (Tyler, 2013: 188). In the monstrous abject, violence and anger is a 
congenital state. The focus of this chapter is to explore this realist monster with a 
focus on Eden Lake, Harry Brown, Cherry Tree Lane and Piggy. The aim is to 
illuminate the monster within an abject discourse of disgust, and to position the 
cycle within a legacy of representation of gendered class violence in British film. 
The monstrous abject is nothing but violent, and triumphs in his violence. Within 
this remit, the chapter will explore how motifs of social realism have become 
signifiers of horror in the cycle, and highlight concerns for representations of a 
damaged underclass male.  
In her discussion on Nil By Mouth, Claire Monk appraises the representation of 
‘;┞ﾏﾗﾐS ;ゲ ; けS;ﾏ;ｪWSげ ﾏ;ゲI┌ﾉｷﾐｷデ┞が ゲWWｷﾐｪ デｴW Iｴ;ヴ;IデWヴ ;ゲ ; ヮヴﾗS┌Iデ ﾗa ┘ﾗヴﾆｷﾐｪ-
class intergenerational male violence (Monk, 2000b: 164). I posit that such a 
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representation of a defective classed masculinity is a persistent motif of British 
cinema, occurring over differing genres, as with Pinkie Brown in Brighton Rock 
(John Boulting, 1948), Carlin in Scum, Trevor in Made in Britain (Alan Clarke, 1982) 
and Bex Bissel in The Firm. British cinema has a fascination with a violent working-
clasゲ ﾏ;Iｴｷゲﾏﾗく BWﾐ KｷﾐｪゲﾉW┞げゲ Dﾗﾐ Lﾗｪ;ﾐ ｷﾐ Sexy Beast ;ﾐS VｷﾐﾐｷW JﾗﾐWゲげs Big Chris 
in Lock, Stock and Two Smoking Barrels are two such examples. Logan is introduced 
by a dynamic reliant on a relationship of difference. For Logan to be monstrous, his 
masculinity must be excessive and more fanatical in his violence than the other 
gangsters, such as Gal. The shocked and uneasy reaction of Gal et al to the news of 
Lﾗｪ;ﾐげゲ ｷﾏﾏｷﾐWﾐデ ;ヴヴｷ┗;ﾉが ヮﾗゲｷデｷﾗﾐ デｴW ﾉ;デデWヴ ;ゲ ;ﾐ ┌ﾐヮヴWSｷIデ;HﾉW ヮヴWゲWﾐIW ｷﾐ デｴW 
Spanish idyll of thW Iヴｷﾏｷﾐ;ﾉ W┝ヮ;デゲく Lﾗｪ;ﾐげゲ ;デデｷヴWが デｷｪｴデ-fitting grey sta-prest 
trousers and crisp, short-sleeved shirt, conveys a perfunctory ordinariness, whilst 
the tight and fetishized framing of his body on his arrival at the airport, capturing in 
rapid editing Loganげゲ aWヴﾗIｷﾗ┌ゲ ┘;ﾉﾆｷﾐｪが ゲ┌ｪｪWゲデゲ ; ヴWヮヴWゲゲｷﾐｪ ;ﾐS ヴWｷﾐｷﾐｪ ｷﾐ ﾗa ; 
ゲｷﾏﾏWヴｷﾐｪ ┗ｷﾗﾉWﾐIWく TｴW ;ﾐ┝ｷﾗ┌ゲ IﾗﾐIWヴﾐ ﾗa デｴW ｪヴﾗ┌ヮ ;ﾐS Lﾗｪ;ﾐげゲ ┌ﾐゲデ;HﾉW ┗ｷIｷﾗ┌ゲ 
character is brutally realised when he abruptly urinates over the floor of the 
bathroom, as if marking his territory, before his screaming confrontation with Gal. 
Filmed on hand-ｴWﾉS I;ﾏWヴ;が デｴW ┌ﾐゲデ;HﾉW ﾏﾗ┗WﾏWﾐデゲ IﾗヴヴWゲヮﾗﾐS デﾗ Lﾗｪ;ﾐげゲ 
unhinged behaviour, framing the episode as a psychotic outbreak. This ferocious 
;Iデが WﾐSﾗヴゲｷﾐｪ G;ﾉげゲ IﾗﾐIWヴﾐが a┌ﾐIデｷﾗﾐゲ ;ゲ ;ﾐ ;aaｷrmative action of Loganげゲ 
monstrosity, a monstrosity that is shaped by volatility and violence.  
Similarly, the coolness and swagger of Lock Stock and Two Smoking Barrels does not 
fully waiver the savage aggression of low-aｷ Iヴｷﾏｷﾐ;ﾉ aヴ;デWヴﾐｷデ┞く Bｷｪ Cｴヴｷゲげs wild and 
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ゲ;SｷゲデｷI HW;デｷﾐｪ ﾗa Dﾗｪげゲ ｴW;S ┘ｷデｴ ; I;ヴ Sﾗﾗヴが aヴ;ﾏWS aヴﾗﾏ Dﾗｪげゲ POV ﾉﾗﾗﾆｷﾐｪ ┌ヮ ;デ 
Big Chris, serves to divest Big Chris of all waggish attitude to reveal an angry, brutal 
and untamed machismo. Both of these examples relies on a revelatory act of 
physical terror as evidence of a monstrosity associated with a classed masculinity. 
But while the contemporary discourse and cinematic legacy illuminate a context for 
these monsters, the issue of what denotes these characters as monstrous onscreen 
remains to be reckoned.  
FヴWWﾉ;ﾐSげゲ ｷﾐデWヴﾃWIデｷﾗﾐ ﾗﾐ ヴW;ﾉｷゲデ ｴﾗヴヴﾗヴ ヮヴﾗ┗ｷSWゲ ; ヮヴ;IデｷI;ﾉ ;ﾐS ﾉﾗﾗゲW aヴ;ﾏW┘ﾗヴﾆ 
through which to approach the monsters in focus in this chapter (Freeland, 1995: 
126-42)く Iﾐ ;Iﾆﾐﾗ┘ﾉWSｪｷﾐｪ デｴW ヴWゲデヴｷIデｷﾗﾐゲ ﾗa C;ヴヴﾗﾉﾉげゲ art horror in light of the 
development the horror genre had taken, Freeland concentrates on Henry: Portrait 
of A Serial Killer as a text through which to elucidate her thoughts, with a focus on 
monster construction, narrative and ideology. Freeland aligns the realist horror as a 
IｷﾐWﾏ;デｷI ;S┗;ﾐIWﾏWﾐデ デｴ;デ Iﾉ;ゲゲｷI;ﾉ デｴWﾗヴ┞ ゲ┌Iｴ ;ゲ C;ヴヴﾗﾉﾉげゲ ﾗヴ AヴｷゲデﾗデﾉWげゲ Poetics 
are not fully equipped to explain. Whilst the classical approach allows for an 
examination of certain aspects of monsterisation, narrative and plot, it is 
insufficｷWﾐデが ｷﾐ FヴWWﾉ;ﾐSげゲ ﾗヮｷﾐｷﾗﾐく Iﾐ デWヴﾏゲ ﾗa デｴW ﾏﾗﾐゲデWヴが FヴWWﾉ;ﾐS ｷSWﾐデｷaｷWゲ ｴﾗ┘ 
realist horror focuses on real-life killers, or draws upon a certain realism in violence 
that has proliferated across media reportage, easily accessed through repeated 
broadcasts. The monster retains its status as an object of fascination as the 
ヴWヮﾗヴデｷﾐｪ けｪﾉ;ﾏﾗヴｷゲWゲ ;ﾐS WヴﾗデｷIｷゲWゲ ｷデゲ IWﾐデヴ;ﾉ aｷｪ┌ヴWげ ふFヴWWﾉ;ﾐSが ヱΓΓヵぎ ヱンヶぶが H┌デ ｷゲ 
often deconstructed, resulting in a neutering of its otherness, to become an 
extension of either the ;Iデﾗヴげゲ ヮWヴaﾗヴﾏ;ﾐIW ;ﾐS ﾗW┌┗ヴWが ;ゲ SWﾏﾗﾐゲデヴ;デWS ┘ｷデｴ 
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Anthony Hopkins/Hannibal Lecter, or the celebrity status of the real-life killer 
depicted onscreen, as exemplified by Ted Bundy (136). Also, in regard to narrative 
structure, realist horror privileges bloody spectacle over plot, as the interweaving of 
reality and fiction relegates plot as secondary. The spectacularization of violence 
ﾗHゲI┌ヴWゲ ┘ｴ;デ FヴWWﾉ;ﾐS ゲWWゲ ;ゲ デｴW けIﾉ;ゲゲｷI;ﾉ ヴWﾉ;デｷﾗﾐ HWデ┘WWﾐ ﾏｷﾏWゲｷゲ ;ﾐS ヴW;ﾉｷデ┞げ 
(138), a relationship that is continually problematised through the advent of reality 
TV, resulting in an ideological effect of perpetuating a confrontation with violence 
and a gruesome death as a real possibility. The challenge in this ideological position 
that Freeland is keen to explore is one of power structures. Often the victims of the 
ヴW;ﾉｷゲデ ﾏﾗﾐゲデWヴ ;ヴW aWﾏ;ﾉWく TｴW ﾏｷ┝ ﾗa けヴW;ﾉげ ┗ｷﾗﾉWﾐIW ;ﾐS ｪWﾐSWヴWS ┗ｷIデｷﾏゲ 
positions these films within a conservative dogma of a patriarchal privilege that 
exposes a resulting problematic morality and ideology of the films that Freeland 
endeavours to wrestle with (126-42). 
TｴW ┗;ﾉ┌W ﾗa FヴWWﾉ;ﾐSげゲ W┝ヮﾉﾗヴ;デｷﾗﾐ ｴWヴW aﾗヴ ;ヮヮヴﾗ;Iｴｷﾐｪ デｴW ﾏﾗﾐゲデヴﾗ┌ゲ ;HﾃWIデ ﾗa 
the Hoodie Horror is clear. The tracing of the Hoodie and the wider discourse of the 
underclass is indeed a form of mimesis on film of an assumed reality. The Hoodie is 
a media creation appropriated and exploited by governments, initially New Labour, 
as a figurative scapegoat to generate consent for punitive policies. It is a discourse 
founded in a process of subjugation and governance, as part of a neoliberal 
philosophy, that seeks to fetishize such figures as the Hoodie as deviant. The 
popularity and repetition of stories of violence and Hoodies in the media position 
デｴW W┗Wﾐデゲ ;ゲ ヴW;ﾉが デｴ┌ゲ ゲWI┌ヴｷﾐｪ ; けデヴ┌デｴげ ;Hﾗ┌デ デｴW ｷSWﾐデｷデ┞ ﾗa デｴW HﾗﾗSｷW ;ﾐS H┞ 
association, the underclass. This essentialist discourse is most evident in the cycle in 
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Heartless, F and Citadel, where the Hoodies as monsters are clearly traceable from 
cultural discourse to film. However, defining monsters and what is monstrous is 
more complex in other films, where performance and the wider discourse of the 
underclass are brought into play. These more murky and involved configurations 
are, though, equally critical to comprehending the cycle, and thus justify further 
exploration and elaboration. These monstrous abjects function to further uphold 
the implicit neoliberal ideology of the cycle, whilst raising questions about 
representations of class, specifically a male underclass, in British film. To elaborate 
a┌ヴデｴWヴ ﾗﾐ デｴW ヴW;ﾉ ﾏﾗﾐゲデWヴゲが デｴW Iｴ;ヮデWヴ ┘ｷﾉﾉ Sヴ;┘ ┌ヮﾗﾐ FヴWWﾉ;ﾐSげゲ デW┝デ ;ゲ ; ﾉﾗﾗゲW 
framework by which to approach the configurations. By doing so, I am not 
categorising the films of the Hoodie Hﾗヴヴﾗヴ ┘ｷデｴ FヴWWﾉ;ﾐSげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa ; 
realist horror. As stated throughout this thesis, the cycle is a collective of differing 
aｷﾉﾏ aﾗヴﾏゲが ;ﾐS FヴWWﾉ;ﾐSげゲ ヮｴｷﾉﾗゲﾗヮｴｷI ﾏﾗSWﾉ I;ﾐﾐﾗデ a┌ﾉﾉ┞ tally with the Hoodie 
Horror.  Rather, the objective of this chapter is to address and account for the 
monstrosity of the monstrous abject of the cycle and elucidate how this 
problematizes representation.  
Oa ﾏﾗゲデ ｷﾐデWヴWゲデ ;ﾐS ヮWヴデｷﾐWﾐIW aﾗヴ ;SSヴWゲゲｷﾐｪ デｴW I┞IﾉWげゲ ヴW;ﾉｷゲデ ﾏﾗﾐゲデWヴ ｷゲ 
FヴWWﾉ;ﾐSげゲ ;デデWﾐデｷﾗﾐ デﾗ デｴW ;ﾉﾉ┌ヴW of the monster and spectacle, and the interaction 
HWデ┘WWﾐ Hﾗデｴが ;ﾐS ｴﾗ┘ デｴWゲW WﾉWﾏWﾐデゲ ｷﾉﾉ┌ﾏｷﾐ;デW ; aｷﾉﾏげゲ ｷSWﾗﾉﾗｪ┞く Hﾗ┘W┗Wヴが デｴW 
fascination of the monster as formed by a mixture of killer as celebrity and a violent 
male sexuality does not apply to the Hoodie Horror. Even the British horror film is 
not safe from the pervasiveness of class, as exemplified in the seminal Peeping 
Tom. The monstrous abject of the cycle, as with the gothic abject, is conjured out of 
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a contemporary class discourse that configures the underclass as abject, as an 
object of disgust. The violence waged is not the surfacing of a repressed sexuality, 
but of a masculine violence associated with a transhistorical conceptualisation of a 
threatening male underclass identity. This complicates matters somewhat, as the 
mimesis in the representations traces over a contemporary stereotype from culture 
to screen. Whilst the monsters are fleshed out through narrative, the characters 
retain elements of the underclass stereotype. These monsters then are subjugated 
to the constraints of discourse. As a counter-position, Freeland ruminates how 
monsters depicting male violence could just be approached as a formula (137), and 
the same rationale can be applied to the monstrous figures of the Hoodie Horror. 
The protagonist of parodic comedy Anuvahood (Adam Deacon and Daniel Toland, 
2011), Kenneth, is an example from the cycle of how parodies rely upon a particular 
narrative model. Kenneth wants to be a gangster and quits his job to fulfil his dream 
but bathetic circumstances bedevil his efforts. Films such as Anuvahood rely upon 
formulae, and an audience knowledge of these, to parody the form. However, as 
both Stuart Hall (Hall et al, 1978: 129) and Tyler (2013: 10) conclude, the repetition 
of ideas and expressions across cultural platforms congeals and forms an identity in 
the public realm. A persistent use of a particular classed and gendered 
representation fabricated across a series of films in a cycle, such as in the Hoodie 
Horror, coalescing within a history of similar representations in British cinema, 
suggests a pervasive currency of prejudice and stigma towards the underclass male.  
Iﾐ W┝ヮﾉﾗヴｷﾐｪ デｴW ﾏﾗﾐゲデWヴが IげS ﾉｷﾆW デﾗ ;SSヴWゲゲ デｴW ゲヮWIデ;IﾉW ﾗa W┝デヴWﾏW ┗ｷﾗﾉWﾐIW aｷヴゲデが 
with a focus on the murder of Leonard Attwell in Harry Brown, the torture and 
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killing of Steve and the young boy Adam in Eden Lake, and the rape of Christine in 
Cherry Tree Lane. Leonard is murdered in the underpass by the gang of Hoodies 
that control the estate. After suffering sustained abuse and harassment from the 
youths, a distraught Leonard confronts the gang armed with a bayonet. The 
Hoodies taunt, jeer and easily overpower Leonard, taking his weapon and stabbing 
him with it. As Leonard lies dying, one hooded youth urinates on him (Fig 119). The 
audience come to know what happened to Leonard as we witness the scene along 
with Harry, as both watch the footage as it was captured on a camera phone, a 
filmic strategy discussed further in the chapter on Harry Brown ｷﾐ けM;ﾐﾗヴゲげく Iﾐ Eden 
Lake, Steve attempts to escape the threatening gang of youths in the woods but 
crashes the car and tells Jenny to get help. The gang captures Steve, tying him up 
with barbed wire. In a scene of brutal adolescent and gang bravado, Brett bullies 
other gang members to knife Steve with a Stanley knife. Each member takes a turn 
reluctantly, with the last boy knifing Steve in the mouth. In a later scene, the gang 
set fire to the now dead Steve, as Jenny is tied to his body. Jenny escapes, but Brett 
in an effort to intimidate Jenny to return, places a tyre around the neck of the 
┞ﾗ┌ﾐｪ AS;ﾏが デｴW Hﾗ┞ ┘ｴﾗ ﾉWS デｴW ｪ;ﾐｪ デﾗ ｴWヴが ;ﾐS ゲWデゲ aｷヴW デﾗ AS;ﾏげゲ ｴW;Sが ;ﾐ ;Iデ 
caught at the back of the frame.   
These two examples of spectacles of horror are designed to engage the spectator in 
an emotive response, an exchange that is formulated on a disgust consensus. 
Whilst disgust is an aversive emotion associated with an immediate physical 
response of sickness and revilement (Tyler, 2013: 21), it is also a communicator of 
hierarchy and value when applied within the power structures of a social and 
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cultural sphere (Ngai, 2005). When disgust is applied to people, it is done so to 
ゲWヮ;ヴ;デW ;ﾐS SWﾏ;ヴI;デW デｴﾗゲW SWWﾏWS Sｷゲｪ┌ゲデｷﾐｪ ;ゲ デｴW けﾗデｴWヴげく Kﾗﾉﾐ;ｷ ﾗHゲWヴ┗Wゲ 
how disgust invokes a spatializing functionality that hastens a perceived flight from 
what is deemed vile, in order to escape the risk of contamination (Kolnai, 2004: 
587). These judgements of value, Ngai observes, are what Kolnai conceptualises as 
moral judiciousness. In essence, the immediate physical reaction of revulsion 
legitimises moral condemnation of the object of disgust.  
The scenes in question from Harry Brown and Eden Lake capture orchestrated 
representations of sickening acts of depravity, which engage the spectator to 
condemn those undertaking the actions as lacking morality and humanity. Urinating 
on a dying Leonard Attwell probes what is the worst action に murder, or defiling a 
dying human body by urinating on it? The act of comparison between the two acts 
advances the abjection in the scene. These acts are a visual furthering of the 
HﾗﾗSｷWゲげ ;HﾃWIデ ゲデ;デWが WゲゲWﾐデｷ;ﾉｷゲｷﾐｪ デｴW HﾗﾗSｷWゲ ;ゲ ｷﾐｴ┌ﾏ;ﾐWく TｴW ゲｴﾗIﾆｷﾐｪ ;Iデゲ ﾗa 
bloody violence in Eden Lake function similarly. The increasing ferocity of the knife 
attacks, on a bound and pleading Steve, culminate in a stomach-churning knifing of 
his mouth, with the camera lingering on the knife being pulled around the inside of 
this orifice (Fig 120ぶく Hﾗ┘W┗Wヴが デｴWゲW ;デヴﾗIｷデｷWゲ ;ヴW ゲ┌ヴヮ;ゲゲWS ｷﾐ BヴWデデげゲ ﾏ┌ヴSWヴｷﾐｪ 
of Adam by setting him alight. As if this is too excessive a spectacle for the 
audience, the image of the burning Adam is a kept hazy and his screams mute, 
positioned at the back of the frame. The competition for the most depraved act 
ｷﾐ┗ｷデWゲ デｴW ;┌SｷWﾐIW デﾗ Wﾐｪ;ｪW ｷﾐ ; けS;ヴW ┞ﾗ┌ ﾉﾗﾗﾆ ;┘;┞げ S┞ﾐ;ﾏｷIが ┘ｴｷﾉゲデ 
constructing Brett and the gang as immoral, depraved and degenerate. Whereas 
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Carroll conceptualises monsters as transgressors of form, unknowable to science 
and laws of nature (Carroll, 1990), the young, human monsters of Eden Lake and 
Harry Brown require coding as monsters in a different manner and so the emphasis 
transfers from form to deeds, as Freeland observes of the realist horror. Their 
monstrosity is confirmed by their actions. Firstly, the actions are of such an 
excessiveness, a ferocity of heartlessness, that they divest the Hoodies of humanity, 
accentuating their feral nature, depriving them of any associative traits that 
separate the human from animalistic beings. Secondly, the spectacularization of 
these acts facilitates a disgust consensus between image and audience. The 
W┝デヴWﾏｷデ┞ ﾗa デｴW ┗ｷﾗﾉWﾐIW ｷﾐｷデｷ;デWゲ ; けaﾉｷｪｴデげ aヴﾗﾏ デｴW ｷﾏ;ｪWが H┌デ ;ﾉゲﾗ Wﾐｪ;ｪWゲ ﾏﾗヴ;ﾉ 
condemnation of the deeds and the perpetrators, confirming the Hoodies as abject 
and legitimising their stigmatization both on and off-screen as low-other.  
The rape of Christine by Rian in Cherry Tree Lane invokes not only questions about 
class, but also race. The scene is further complicated by the construction of 
CｴヴｷゲデｷﾐWげゲ Iｴ;ヴ;IデWヴく UﾐﾉｷﾆW LWﾗﾐ;ヴS Aデデ┘Wﾉﾉ ﾗヴ JWﾐﾐ┞ and Steve, Christine is coded 
as unsympathetic. The opening scene of her arguing with her husband constructs 
the couple as selfish, wealth-ﾗヴｷWﾐデ;デWS ;ﾐS ;ゲ ｷﾐWaaWIデ┌;ﾉ ヮ;ヴWﾐデゲく TｴW Iﾗ┌ヮﾉWげゲ 
affluence equates to a repugnant middle-class identity. This initial character 
construction complicates the ensuing Hoodie home-invasion by Rian and his gang, 
by muddying the overall ideology of the film. As with Eden Lake, there are 
transnational qualities to the film, noting the similarities of plot with Wes Cヴ;┗Wﾐげゲ 
Last House on the Left ふWWゲ Cヴ;┗Wﾐが ヱΓΑヲぶく Hﾗ┘W┗Wヴが デｴW Iﾗ┌ヮﾉW ｷﾐ Cヴ;┗Wﾐげゲ aｷﾉﾏ ｷゲ 
more agreeable initially, though critical discussion of their later actions has raised 
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ケ┌Wゲデｷﾗﾐゲ ;Hﾗ┌デ デｴW Iﾗ┌ヮﾉWげゲ ﾏﾗヴ;ﾉ ;┌デｴﾗヴｷデ┞ ふLﾗ┘WﾐゲデWｷﾐが ヲヰヰヵぎ ヱヱヱ-43). In 
comparison, the moral authority of Christine and Michael in Cherry Tree Lane is in 
ケ┌Wゲデｷﾗﾐ aヴﾗﾏ デｴW ﾗ┌デゲWデく WｴｷﾉW デｴｷゲ IﾗヴヴWゲヮﾗﾐSゲ デﾗ W;ﾉﾆWヴげゲ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW Iﾗ┌ヮﾉW 
in his article on the new British horror film, I do not concur with his assertion that 
this supposes a progressive reading of the film and concomitant underclass 
ヴWヮヴWゲWﾐデ;デｷﾗﾐ H┞ Iｴ;ﾉﾉWﾐｪｷﾐｪ けデｴW ┗;ﾉｷSｷデ┞ ﾗa HｷｪﾗデWS ゲデWヴWﾗデ┞ヮWゲ ﾗa デｴW 
さ┌ﾐSWヴIﾉ;ゲゲざげ ふW;ﾉﾆWヴが ヲヰヱヲぎ ヴヵヱぶく E┗Wﾐ MｷIｴ;Wﾉげゲ ﾆｷﾉﾉｷﾐｪ ﾗa ‘ｷ;ﾐ SﾗWゲ ﾐﾗデ 
recuperate the gang. If there is a progressive reading to be had of the film, then it is 
デﾗ HW aﾗ┌ﾐS ｷﾐ デｴW aｷﾉﾏげゲ ﾗHﾃWIデｷ┗ｷデ┞く Iﾐ Iﾗﾐゲデヴ┌Iデｷﾐｪ ;ﾉﾉ Iｴ;ヴ;IデWヴゲ ;ゲ ┌ﾐゲ┞ﾏヮ;デｴWデｷIが 
the film refuses to bow to either a conservative or progressive ideology. Or equally, 
it is simply a confused film. 
How can we then approach the rape scene? The overall discourse of the Hoodie is 
one that provides no credence to individuality or difference, but rather flattens 
intersectional identity into an essentialist and hegemonic denotation of a mass, 
positing the underclass as violent and threatening. To take this approach would be 
to create a hierarchy of value with class as the most important, resulting in 
ﾏｷﾐｷﾏｷ┣ｷﾐｪ ; ゲｷｪﾐｷaｷI;ﾐIW ﾗa ‘ｷ;ﾐげゲ ヴ;IWく IﾐSWWSが ┘ｴWﾐ ヮﾉ;IWS ┘ｷデｴｷﾐ デｴW ┘ｷSWヴ I┞IﾉWが 
‘ｷ;ﾐげゲ ;Iデｷﾗﾐゲが along with “;ﾏげゲ aヴﾗﾏ デｴW Hood デヴｷﾉﾗｪ┞ ;ﾐS BヴWデデげゲ ｷﾐ Eden Lake, are 
comparable, and privilege a reading of a class discourse, as conceptualised within 
デｴW aｷｪ┌ヴW ﾗa ; HﾗﾗSｷWく ‘WWﾐ; AｴﾏWS ﾗHゲWヴ┗Wゲ けデｴW IWﾐデヴ;ﾉｷデ┞ ﾗa Iﾉ;ゲゲ デﾗ ﾏ┌ﾉデｷ-
I┌ﾉデ┌ヴ;ﾉ ヮﾗﾉｷデｷIゲ ｷﾐ Bヴｷデ;ｷﾐげ ふAｴﾏWSが ヲヰヱヵぎ ヱヰぶく Ia ┘W ;IIWヮデ AｴﾏWSげゲ ヮﾗゲｷデｷﾗﾐが Sﾗ ┘W 
then deny a reading of race into the rape? Whilst the act does not have the impact 
ﾗヴ デｴW ｴｷゲデﾗヴｷI;ﾉ ゲｷｪﾐｷaｷI;ﾐIW ﾗa BWﾐげゲ ゲﾉ;ヮヮｷﾐｪ ﾗa B;ヴH;ヴ; ｷﾐ Night of the Living Dead 
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(George A. Romero, 1968), there is still an explicit taboo broken in this scene. The 
legacy of the black experience in Britain is one of marginalisation and abjection, as 
represented in Pressure, Burning An Illusion (Menelick Shabazz, 1981) and Belle 
(Amma Assante, 2013). Films such as Bullet Boy and television programmes such as 
Top Boy propel a marginalised black representation into an explicit criminal 
narrative, blurring issues of race into a broader discourse of criminality that finds 
resonance with texts engaging with class, (white) identity and delinquency. Cherry 
Tree Lane resides within this muddy collective of films and offers no explicit 
IﾗﾏﾏWﾐデ ﾗﾐ Hﾉ;Iﾆ ヴWヮヴWゲWﾐデ;デｷﾗﾐく ‘;デｴWヴが デｴW aｷﾉﾏ ;ﾉｷｪﾐゲ MｷﾆW ;ﾐS CｴヴｷゲデｷﾐWげゲ ゲﾗﾐ 
“WH;ゲデｷ;ﾐ ┘ｷデｴ ‘ｷ;ﾐ S┌W デﾗ “WH;ゲデｷ;ﾐげゲ Sヴ┌ｪ-pushing. While we may consider 
whether a black boy raping a white woman a more offensive crime than killing her, 
reading the attack as initialising a disgust consensus, as with the violence in Harry 
Brown and Eden Lake, seems prompted by the film. The film thus still privileges 
questions of class and condemns Rian as abject.  
The closing scenes of both Eden Lake and Harry Brown widen the monster question 
to incorporate the families, and specifically male relatives, in line with the publicly 
imagined discourse of an intergenerational violence of the underclass. As riots 
break out on the estate in Harry Brown, Harry rescues Frampton and Hicock, and 
ゲWWﾆゲ ゲｴWﾉデWヴ ｷﾐ デｴW ﾗﾐW ヮﾉ;IW ｴW IﾗﾐゲｷSWヴゲ ゲ;aWが “ｷSげゲ ヮ┌Hく UﾐHWﾆﾐﾗ┘ﾐゲデ デﾗ H;ヴヴ┞ 
but then revealed by Frampton, is the fact tｴ;デ “ｷS Oげ‘ﾗ┌ヴﾆW ｷゲ NﾗWﾉ WｷﾐデWヴげゲ ┌ﾐIﾉWが 
NﾗWﾉ HWｷﾐｪ デｴW ﾉW;SWヴ ﾗa デｴW ｪ;ﾐｪ ┘ｴﾗ ﾏ┌ヴSWヴWS LWﾗﾐ;ヴS Aデデ┘Wﾉﾉが ;ﾐS H;ヴヴ┞げゲ 
target for revenge. The ensuing scene results in a show-down between Sid and 
Harry, with the former (who, up until this scene, had been friendly with Harry) 
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unflinchingly deciding to kill him, presumably because of the greater strength of 
a;ﾏｷﾉ┞ デｷWゲく “ｷﾏｷﾉ;ヴﾉ┞が JWﾐﾐ┞げゲ WゲI;ヮW aヴﾗﾏ デｴW ﾏ┌ヴSWヴﾗ┌ゲ デWWﾐ;ｪWヴゲ ｷゲ ﾏWヴIｷﾉWゲゲﾉ┞ 
デｴ┘;ヴデWS H┞ BヴWデデげゲ a;デｴWヴく Oﾐ aｷﾐSｷﾐｪ ﾗ┌デ ゲｴW ｴ;ゲ ﾆｷﾉﾉWS デｴW ┞ﾗ┌ﾐｪゲデWヴが Cooper, 
BヴWデデげゲ a;デｴWヴが Jﾗﾐが ;Iデゲ デﾗ SWゲデヴﾗ┞ ;ﾉﾉ W┗ｷSWﾐIW ﾗa ;ﾐ┞ ﾆｷﾉﾉｷﾐｪゲが ｷﾐIﾉ┌Sｷﾐｪ JWﾐﾐ┞ 
ｴWヴゲWﾉaぎ けｷa ぷデｴW ヮﾗﾉｷIWへ IﾗﾏW ヴﾗ┌ﾐS ｴWヴWが デｴW┞ ┘ﾗﾐげデ a┌Iﾆｷﾐｪ aｷﾐS ;ﾐ┞デｴｷﾐｪげく Wｴ;デ 
plays out is an enactment of the damaged father-son relationship of Jon and Brett. 
Brett is fearful of his father, because Jon is violent towards him. Whilst Jon bullies 
デｴW ﾗデｴWヴ ﾏWﾐが ;ﾐ ;Iデ WIｴﾗｷﾐｪ BヴWデデげゲ W;ヴﾉｷWヴ ｷﾐIｷデWﾏWﾐデ ﾗa デｴW ｪ;ﾐｪ デﾗ ﾏ┌ヴSWヴが デｴW 
youth is despatched to his bedroom (Fig 121). The closing scenes of the film capture 
BヴWデデ ﾉﾗﾗﾆｷﾐｪ ｷﾐ デｴW ﾏｷヴヴﾗヴ ;ゲ ｴW ﾉｷゲデWﾐゲ デﾗ JWﾐﾐ┞げゲ ゲIヴW;ﾏゲく BヴWデデ SWﾉWデWゲ ;ﾉﾉ デｴW 
aﾗﾗデ;ｪW ﾗa “デW┗Wげゲ ﾏ┌ヴSWヴ aヴﾗﾏ ｴｷゲ ヮｴﾗﾐW ;ﾐS ヮ┌デゲ ﾗﾐ “デW┗Wげゲ ゲ┌ﾐｪﾉ;ゲゲWゲく  
This closing sequence of Eden Lake ｷゲ ゲ┌ｪｪWゲデｷ┗W ﾗa デｴW aｷﾉﾏげゲ ゲデヴ;デWｪ┞ ﾗa ゲﾗﾏW┘ｴ;デ 
recuperating Brett from his sadistic and deviant construction, by contextualising his 
HWｴ;┗ｷﾗ┌ヴ ;ゲ ;ﾐ WaaWIデ ﾗa Jﾗﾐげゲ ┗ｷﾗﾉWﾐデ ヮ;ヴWﾐデｷﾐｪく Iデ ｷゲ ﾐﾗデ ﾏ;SW IﾉW;ヴ デｴW ﾏW;ﾐｷﾐｪ 
ﾗa BヴWデデげゲ ┘W;ヴｷﾐｪ ﾗa “デW┗Wげゲ ｪﾉ;ゲゲWゲ ┘ｴｷﾉゲデ ヮﾗﾐSWヴｷﾐｪ ﾗﾐ ｴｷゲ ヴWaﾉWIデｷﾗﾐ ｷﾐ デｴW ﾏｷヴヴﾗヴく 
Whether thiゲ ｷゲ デﾗ ゲｴ┌デ ﾗ┌デ ｴｷゲ a;デｴWヴげゲ Hヴ┌デ;ﾉｷゲ;デｷﾗﾐ ﾗa JWﾐﾐ┞が ﾗヴ ; SWﾐｷ;ﾉ ﾗa ｴｷゲ 
actions, the film closes with Brett, situating him as traversing polar positions に a 
survivor of an ordeal, and triumphant in going unpunished (Figs 122 and 123). The 
film refuses to answer which position Brett finally inhabits and, in doing so, closes 
on a nihilistic tone, with Brett standing as a cautionary tale, but a caution to what 
remaining opaque.   
While Noel Winters is not admonished for his actions in Harry Brown, the injection 
of familial male relationships raises questions about who the is monster in both 
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films, by reconfiguring the narrative of adolescent deviancy into a story of 
intergenerational violence as a threatening concern. In Eden Lake, the narrative 
construction of Jenny as sympathetic character, a survivor of torture, attempted 
murder, and a witness to the killing and defilement by burning of her boyfriend, 
ゲWヴ┗Wゲ デﾗ ;IIWﾐデ┌;デW デｴW W┝デヴWﾏｷデ┞ ﾐ;デ┌ヴW ﾗa ｴWヴ a;デWく Jﾗﾐげゲ ヴW┗WﾐｪW ﾗﾐ JWﾐﾐ┞ ;デ 
this juncture in the narrative elicits his moral condemnation and begs comparison 
デﾗ BヴWデデげゲ ;Iデｷﾗﾐゲく Iﾐ Harry Brown デｴW ヴW┗Wﾉ;デｷﾗﾐ ﾗa “ｷSげゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ ;ﾐS Iヴｷﾏｷﾐ;ﾉ 
exploits is a denouement that not only imperils Harry but is an alarming disclosure 
デｴ;デ ケ┌Wゲデｷﾗﾐゲ デｴW ┗;ﾉｷSｷデ┞ ﾗa H;ヴヴ┞げゲ ｴﾗﾏﾗゲﾗIｷ;ﾉ ヴWﾉ;デｷﾗﾐゲｴｷヮゲく  
While these narrative developments resonate with the extra-filmic discourse of an 
underclass formed in an intergenerational culture of deviancy (Tyler, 2013: 163), 
the denouements are also significant for British cinema as they mark the transition 
of a motif from social realism to a mechanism of horror. Problematic father and 
son, and male familial relationships, as Hill observes (Hill, 2000a & 2000b), 
proliferate the social realist tradition, as exemplified in Billy Liar (John Schlesinger, 
1963), Saturday Night and Sunday Morning (Karel Reisz, 1960), Kes, Like Father 
(Amber Street Collective, 2000) and Nil By Mouth. But while the issues with familial 
ties in the social realist text remain within the personal sphere, the transformation 
to an inherited violence of the underclass here in the Hoodie Horror reconfigure the 
デｷWゲ aヴﾗﾏ ; IﾗﾐIWヴﾐ ﾗa デｴW SﾗﾏWゲデｷI デﾗ ; ゲﾗIｷ;ﾉ デｴヴW;デく Tﾗ ヴWデ┌ヴﾐ デﾗ CﾗｴWﾐげゲ 
assertion of the monster being a body of culture (Cohen, 1996: 4) and apply it to 
the monstrous abject of the Hoodie Horror, we can situate the likes of Brett, Jon, 
Noel Winters and Sid as monsters inscribed as the moral borders of Britain in the 
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new millennium by conveying the values of citizenship. These figures, as 
representations of the underclass as abject through their violent and self-serving 
interests, are projections of the devastation of the working-class and a polarization 
of social division and heightened class divisions through stereotypes such as the 
Hoodie. The assimilation of this underclass identity into representations in British 
film perpetuates the discourse and subjugates the underclass further. These 
monsters are inscribed within the power structures of a neoliberal state that seeks 
to subjugate the underclass and construct citizenship in contemporary Britain. 
Hﾗ┘W┗Wヴが デｴW デWﾏヮﾗヴ;ﾉ ヴWゲﾗﾐ;ﾐIW ﾗa CﾗｴWﾐげゲ ﾏﾗﾐゲデWヴ ｷゲ Sｷゲヴ┌ヮデWS H┞ ; ｴWヴｷデ;ｪW ﾗa 
representations of low-class, masculine violence in British cinema. Whilst the figure 
of the Hoodie is the contemporary configuration, it also coalesces with a screen 
heritage of lower-class masculine violence. Whilst such a history may not 
problematize spectator viewing, repeated visions in culture, as Tyler argues as an 
effect of the process of social abjection (Tyler, 2013), normalise the underclass 
male as violent, presenting this as his natural and consistent state. This raises 
questions not just for representations of class, but also for performance.  
This brings me to the final monsters I wish to address: Stretch, the volatile drug-
dealer in Harry Brown, played by Sean Harris; and Piggy, played by Paul Anderson. 
Freeland briefly observes how the threat of the monster in the realist horror is 
often pacified through the associative discourse of the actor who plays him, as 
suggested with the earlier example of Hannibal Lector and Anthony Hopkins 
(Freeland, 1995: 136). As I have outlined earlier, there is a predilection for a lower-
classed masculine role in British film, due in part to the continual renewal of the 
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British gangster and crime film, but also in part to the fascination with such figures 
as the Krays. The brutality of the criminal activities of the twins had long been 
subdued by their mythical and celebrity standing in culture, when the Kemp 
brothers played them in the 1990 vehicle, The Krays, and subsequently Tom Hardy 
as both twins in Legend (Brian Helgeland, 2015). In the two films, performing the 
Krays became the focus of discussions on the films, rather than the brothers and 
their violence (von Tunzlemann, 2015).   
Iﾐ ; ゲｷﾏｷﾉ;ヴ a;ゲｴｷﾗﾐが Hﾗデｴ H;ヴヴｷゲげ ヮWヴaﾗヴﾏ;ﾐIW ;ゲ “デヴWデIｴ ;ﾐS AﾐSWヴゲﾗﾐげゲ デ┌ヴﾐ ;ゲ 
Piggy animate a certain enjoyment of their criminality, achieved through the 
ﾗヴIｴWゲデヴ;デｷﾗﾐ ﾗa Hﾗデｴ ;Iデﾗヴゲげ ヮｴ┞ゲｷI;ﾉｷty and by framing. I position both within a 
cultural performance of the discourse of underclass male violence. While this can 
HW Iﾗﾐゲデｷデ┌デWS ┘ｷデｴｷﾐ Fﾗ┌I;┌ﾉデげゲ ;ゲゲWヴデｷﾗﾐ デｴ;デ ｷSWﾐデｷデ┞ aﾗヴﾏ;デｷﾗﾐゲ ;ヴW ｴｷゲデﾗヴｷI;ﾉﾉ┞ 
and culturally specific and contingent on the exertion of power mechanisms that 
seek to regulate the body (Foucault, 1980: 57-58), these performances also speak 
ﾗa ; デヴ;ﾐゲｴｷゲデﾗヴｷI;ﾉ ゲ┌HﾃWIデ aﾗヴﾏ;デｷﾗﾐ デｴ;デ ヴWｪ┌ﾉ;デW デｴW ﾉﾗ┘Wヴ Iﾉ;ゲゲWゲ ;ゲ けﾗデｴWヴげ ;ゲ ; 
persistent identity.   
As with Eden Lake, Piggyげゲ ﾐ;ヴrative is indebted to an American text, namely Fight 
Club (David Fincher, 1999), in that the film suggests the character of Piggy is a 
ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ ;HWヴヴ;デｷﾗﾐ ﾗa ヮヴﾗデ;ｪﾗﾐｷゲデ JﾗWげゲ ヮゲ┞IｴWが ; ﾏ;デWヴｷ;ﾉｷゲ;デｷﾗﾐ ;ﾉﾉﾗ┘ｷﾐｪ JﾗW 
デﾗ ヮヴﾗIWゲゲ ｴｷゲ HヴﾗデｴWヴげゲ ﾏ┌ヴSWヴく Pｷｪｪ┞ ;ヮヮW;ヴゲ ｷﾐ JﾗWげゲ ﾉｷaW ;aデWヴ Jﾗｴﾐげゲ a┌ﾐWヴ;ﾉ ;ﾐS 
Iﾗﾐ┗ｷﾐIWゲ JﾗW デﾗ デ┌ヴﾐ ┗ｷｪｷﾉ;ﾐデW ;ﾐS デヴ;IW ｴｷゲ HヴﾗデｴWヴげゲ ﾆｷﾉﾉWヴゲ ┘ｷデｴ ; ┗ｷW┘ デﾗ 
ヴWデヴｷH┌デｷﾗﾐく TｴW aｷﾉﾏげゲ Iﾉﾗゲｷﾐｪ ゲIWﾐW Hﾉ┌ヴゲ デｴW デ┘ﾗ Iｴ;ヴ;IデWヴゲ a┌ヴデｴWヴ H┞ ヮﾗゲｷデｷﾗﾐｷﾐｪ 
Joe as Piggy, thus revealing Piggy to be Joe and establishing Joe as the murderous 
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;┗WﾐｪWヴく B┌デ ｷデ ｷゲ P;┌ﾉ AﾐSWヴゲﾗﾐげゲ ｷﾉﾉ┌ﾏｷﾐ;デｷﾗﾐ ﾗa ; jouissance in the violent acts 
┘ｴｷIｴ WヴﾗデｷIｷ┣Wゲ ﾆｷﾉﾉｷﾐｪが ;ﾐS H┞ W┝デWﾐゲｷﾗﾐ デｴW けﾗデｴWヴげ ｷﾐ デｴW ┌ﾐSWヴIﾉ;ゲゲく Iﾐ ; SWIｷゲｷ┗W 
scene in which Piggy murders one of his brﾗデｴWヴげゲ ゲ┌ゲヮWIデWS assailants by 
Iﾗﾐデｷﾐ┌;ﾉﾉ┞ ゲデ;ﾏヮｷﾐｪ ﾗﾐ ｴｷゲ ｴW;Sが デｴW aﾗﾗデ;ｪW ｷゲ ゲﾉﾗ┘WS Sﾗ┘ﾐ ;ﾐS Pｷｪｪ┞げゲ HﾗS┞ ｷゲ 
framed in an act of ecstasy. After each ferocious stamp, taking place below the 
frame, Piggy throws back his head and arches his back in a state of exultation (Fig 
124). The eroticising of the act cannot be mistaken. Piggy continues until the head 
of his victim is so flattened, a towel that is placed over the head lies flat on the floor 
(Fig 125). While the murder as an act of revenge for the senseless killing of John 
may be justified, this extreme, violent act of defacement, undertaken with 
euphoria, disrupts the retribution and makes it untenable. As with the violence in 
Eden Lake and Harry Brown, the spectacle of Piggyげs savagery requires such 
extremity to affirm his abject state. And yet, the fascination with brutality requires 
resolving.  
Stretch appears in just one scene in Harry Brown in a confrontation with the 
protagonist. Stretch is the local drug dealer who also sells firearms and weapons, 
and it is a gun Harry wants to purchase. Stretch is semi-naked; his torso, chest and 
back are littered with scars. During the exchange with Harry, Stretch injects himself 
with drugs, with the television on in the background so Stretch can watch the 
foot;ｪW ﾗa ｴｷﾏゲWﾉa ｴ;┗ｷﾐｪ ゲW┝ ┘ｷデｴ デｴW Sヴ┌ｪｪWS ┌ヮ ｪｷヴﾉ ﾉ┞ｷﾐｪ ﾗﾐ デｴW ゲﾗa;く “デヴWデIｴげゲ 
swagger is constructed in his volatility. As he walks through the rows of cannabis 
plants, Stretch stretches his arms out (Fig 126ぶく H;ヴヴｷゲげゲ ;ﾐｷﾏ;デｷﾗﾐ ﾗa “デヴWデIｴ ｷゲ ｷﾐ 
deliberate movements and speech, as a man strung-out on drugs needing to steady 
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himself to navigate space and people (Fig 127). In a sequence that captures a face-
off between Stretch and Harry in head shots, Harris is constantly smoothing his 
hand across his bristled jawline, suggesting an instability below the deliberate 
movements (Fig 128). While Harris may not imbue Stretch with the ecstasy found in 
Piggy, his performance in this brief scene constructs the character as a figure of 
revulsion and fascination, as an abject figure and object of disgust. Harry, as an 
essentialist working-class figure of decency, functions as a comparative mechanism 
デｴ;デ ;IIWﾐデ┌;デWゲ “デヴWデIｴ ;ゲ ;HﾃWIデく B┌デ H;ヴヴｷゲげs physical form in the frame makes a 
spectacle of his body as an object of revulsion at the same time that it reveals a 
performance of underclass virility. As Steve Neale proposes, spectacle provides an 
W┝ヮﾉｷIｷデ a┌ﾐIデｷﾗﾐ デﾗ けデﾗ ゲデヴWゲゲが デﾗ Sｷゲヮﾉ;┞がげ ふNW;ﾉWが ヱΓΑΓぎ ヶヶ-67) by demanding the 
spectator to engage in a physical act of looking. 
Kristeva argues that when a body is constructed and fashioned as disgusting, it is 
デヴ;ﾐゲaﾗヴﾏWS ｷﾐデﾗ け; ﾏ;ｪﾐWデ ﾗa a;ゲIｷﾐ;デｷﾗﾐ ;ﾐS ヴWヮ┌ﾉゲｷﾗﾐげ ふKヴｷゲデW┗;が ヱΓΓヵぎ ヱヱΒぶく TｴW 
compulsion to look that Kristeva alludes to here provides a pertinent avenue by 
which to approach both Stretch and Piggy. Whilst both are constructed as aversive 
figures, the spectacle of the pleasure both characters experience in their 
degradation compels us to gaze upon the image. As Elizabeth Cowie observes, the 
function of the monsデヴﾗ┌ゲ ｷﾐ ｴﾗヴヴﾗヴ ｷゲ ｷﾐ けWﾐｪ;ｪｷﾐｪ ┌ゲ ｷﾐ ; Iﾗﾏヮ┌ﾉゲｷ┗W ヴWデ┌ヴﾐ デﾗ 
ﾉﾗﾗﾆが デﾗ ┘;デIｴが デﾗ ﾆﾐﾗ┘が ┘ｴ;デ ┘W SヴW;Sげ ふCﾗ┘ｷWが ヲヰヰンぎ ンヵぶく Wｴ;デ ┘W ﾉﾗﾗﾆ ┌ヮﾗﾐ ;ﾐS 
dread in both Stretch and Piggy is a discourse of class. The gratification that both 
characters embody is a performance of becoming the abject society has told the 
underclass they are. These are performances of those deemed wretched and the 
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dregs, revelling in a chaos and dysfunctionality of their own making, and yet 
fulfilling the abject role afforded by societal mechanisms of power. Monsterising 
the underclass in these figures is the character equivalent of the long shot in The 
Selfish Giant. It is fetishisation of the underclass that has a spatializing effect in 
symbolically distancing the wretched from the viewer. Ahmed asserts how a 
けSｷゲｪ┌ゲデ ;デ さthat which is belowざ functions to maintain the power relations between 
;Hﾗ┗W ;ﾐS HWﾉﾗ┘げ ふAｴﾏWSが ヲヰヰヴぎ ΒΒぶく Aヮヮﾉ┞ｷﾐｪ AｴﾏWSげゲ ;ヮヮヴﾗ;Iｴ デﾗ デｴW ﾏﾗﾐゲデWヴゲ 
of the real, constructing monsters as an object of disgust perpetuates the power 
relations between audience and monster and by default a symbolic underclass, 
which maintains the object at a distance, and enables the audience to continue to 
disidentify. 
However, entwined with the discourse of class is the performance of class. While 
the monsters here are contingent on the figure of the Hoodie, and by default the 
underclass, they reside in a legacy of British cinema that privileges a particular 
identity of a damaged and violent male, this history of which was outlined at the 
beginning of this chapter. Paul Anderson and Sean Harris are two examples of 
;Iデﾗヴゲ ┘ｴﾗ ;ヴW ﾆﾐﾗ┘ﾐ aﾗヴ ヮﾉ;┞ｷﾐｪ デｴｷゲ デ┞ヮW ﾗa ﾏ;ﾉWく AﾐSWヴゲﾗﾐげゲ aｷヴゲデ ヴﾗﾉW ┘;ゲ ｷﾐ NｷIﾆ 
Lﾗ┗Wげゲ ヴWﾏ;ﾆW ﾗa The Firm (Nick Love, 2009), and he has played criminal supporting 
roles in Top Boy and Legend, but is most widely known for playing notorious 
psychotic gangster, Arthur Shelby, in Peaky Blinders (Stephen Knight, 2013-). Like 
Anderson, Harris has played a share of violent males in The Goob (Guy Myhill, 
2004), Southcliffe (Sean Durkin, 2014) and Ian Brady in the mini-series See No Evil 
(Christopher Menual and Nicola Morrow, 2006). Adding to the veritable list in this 
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chapter of low-life male roles, we can include Michael Caine as the eponymous 
protagonist of Get Carter (Mike Hodges, 1971), as discussed earlier, and Mortwell in 
Mona Lisa (Neil Jordan, 1986). Both Caine and Gary Oldman developed their 
careers by seminal roles that, as with the lineage, eroticised the violent, low-class 
male. This raises two pertinent points of interest.  
Fittingly perhaps coming from a country with a reputation for being obsessed with 
class, British cinema has made monsters out of class. Whilst acknowledging the 
tradition of gothic monsters, the recurring image of a gendered and class violence 
encapsulated in performances from Caine, Oldman, Winstone, and here Harris and 
Anderson, suggest a predilection in British cinema for, and a fascination with, the 
spectacle of destructive males. As with the abject, the persistent reappearance of 
these roles reminds us of the threat, but also the fascination, these masculine 
identities represent. Is it that in making a spectacle from, from fetishizing, the 
figure of a ferocious underclass male, British film makes safe the threat this identity 
poses? Or is it that the genres に gangster, crime, social realism に where such 
identities are centralised are still a lucrative market for the British film industry? 
The consistent output of low-fi, straight-to-DVD products such as Rise of the 
Footsoldier series (Julian Gilbey, 2007; Ricci Harnett, 2015; Zachary Adler, 2017), 
Bonded by Blood series (Sacha Bennett, 2010; Greg Hall, 2017), London Heist (Mark 
McQueen, 2017), and Cass (Jon S. Baird, 2008), demonstrate a viable market for 
films that revere criminality and a brutish masculinity. For actors such as Anderson 
and Harris, such roles appear as if a rite of passage for an acting career onscreen as 
┘Wﾉﾉ ;ゲ ;ﾐ ﾗヮヮﾗヴデ┌ﾐｷデ┞ デﾗ ヮ┌デ ﾗﾐ Sｷゲヮﾉ;┞が デﾗ ゲヮWIデ;I┌ﾉ;ヴｷゲWが ;ﾐ ;Iデﾗヴげゲ ゲﾆｷﾉﾉく T;ﾆｷﾐｪ 
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the careers of British working-class actors such as Michael Caine, Ray Winstone and 
Gary Oldman as examples, such roles become career-defining in establishing 
credibility as an actor thus serving as career advancement.  
The second area such roles posit is the idea of a transhistorical male underclass 
identity. The proliferation of such characters onscreen challenges the 
understanding of a temporally specific gender identity, as argued by such theorists 
as Skeggs (2004), Foucault (1980) and Butler (1993). Rather this legacy of a British 
male performance implies a natural character, or condition, of the underclass male. 
British cinema, as producer of specific genres and meeting a supply-and-demand 
market, plays a role in establishing and perpetuating the powerful myth of the 
underclass male as violent. This is not to moralise on the output and social 
responsibility of a national cinema, or to suppose a passive audience unable to 
question such formulaic filmic strategies, but rather to highlight how the 
fetishization of the underclass male, through a continual demand from audiences, 








4.3: The gothic abject 
4.3.1: Introduction: Build me a monster 
Tommy: 'I saw their faces. What are they?' 
Priest: 'Demons.' 
Tommy: 'Demons?' 
Priest: 'Fuck's sake. You believe just about anything right now!' 
 (Citadel, 2012) 
The gothic abject is a body of conflict and tension. Nowhere else in the cycle is the 
fusion of realism with horror, mimesis and fantasy, and the contemporary with the 
historical, so explicit than with the gothic abject. It also a body of discourse. The 
above conversation concerning the ethereal but murderous Hoodies, between 
Tommy and the priest in Citadel, alludes to an ambiguity in the Hoodie corporeal 
form. Are the Hoodies human, or something as yet unidentifiable? Indeed, the 
aｷﾉﾏげゲ ゲデヴ;デWｪ┞ ｷゲ デﾗ デW;ゲW Hﾗデｴ Tﾗﾏﾏ┞ ;ﾐS デｴW ;┌SｷWﾐIW ┘ｷデｴ デｴｷゲ ケ┌Wゲデｷﾗﾐが デﾗ 
Iﾗﾐデヴｷ┗W デﾗ ゲｴヴﾗ┌S デｴW HﾗﾗSｷWげゲ ｷSWﾐデｷデ┞ ;ゲ ; ﾐ;ヴヴ;デｷ┗W SW┗ｷIW ┌ﾐデｷﾉ デｴW Sヴ;ﾏ;デｷI 
ヴW┗Wﾉ;デｷﾗﾐく TｴW aｷﾉﾏげゲ ゲIｴWﾏ; of concealment and revelation is symptomatic of the 
other films focused on in this chapter, Heartless and F. In a set-piece sequence in 
Heartless, Jamie trails a group of Hoodies in an attempt to uncover the identity 
under the hood, resulting in a shocking disclosure. This strategy is more complex in 
F, as the film is determined to maintain the ambiguity as a mechanism of the 
horror. All three films function around this misdirection, a structure this chapter 
situates as a narrative tool of the Gothic. If we think of the works of Dracula and 
Strange Case of Dr Jekyll and Mr Hyde, there is an element central to the narrative 
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that relies upon a concealment of identity. This hesitation of identification then 
reveals a tension in the body of the Hoodies in these films: a tension between the 
human form of a Hoodie, and a potentially transgressive corporeality that draws 
upon the gothic monster. From this we can deduct there is a social body and a 
gothic body in the gothic abject.  
This is not the sole tension in the gothic abject. The social body in the form of the 
Hoodie addresses by mimesis a contemporaneity of the discourse of the underclass 
as explored throughout this thesis. The social body encapsulates the Hoodie as 
social abject. But the rendering of these Hoodies in the gothic shape of a monster 
expresses a return of something passed, or a look back to history. There is tension 
between realism and the gothic. The social racism of the language employed to 
;ﾐｷﾏ;デW デｴW HﾗﾗSｷW ｷﾐ デｴW ﾏWSｷ; ゲ┌Iｴ ;ゲ け┗Wヴﾏｷﾐげが けIヴWデｷﾐﾗ┌ゲげが ;ﾐS けaWヴ;ﾉげ aﾗヴﾏゲ ;n 
eugenicist conceptualisation of the Hoodie, by aligning the figure with the 
untermenschen that is, subhuman. If we consider the denial of their humanity in 
the cultural configuration, then their monster form in these films can be 
comprehended as a further act of symbolic violence, as both are animations of an 
object perceived as abject, and other than human. However, there remains a 
temporal paradox in the cinematic representation of the Hoodie in these films. To 
animate the contemporary, the films draw on a past tradition of British horror に the 
gothic. This explicit and essentialist plundering of the past raises issues, however. 
Firstly, it speaks of an uncreative and fallow approach to filmmaking, and one that 
seeks profit by exploitation, resulting in a problematic representation of the British 
lower-class onscreen. Ideological critique is a thorny area of scholarly pursuit and 
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this thesis acknowledges the ability of an audience to engage with the films 
independently of the extra-aｷﾉﾏｷI I┌ﾉデ┌ヴ;ﾉ ｷﾏ;ｪWヴ┞く Hﾗ┘W┗Wヴが デｴW aｷﾉﾏゲげ W┝ヮﾉｷIｷデ 
mimesis of the Hoodie is employed uncritically, resulting in the furthering of the 
abject status of the underclass. Indeed, the films are reliant on the Hoodies 
けヮWヴaﾗヴﾏｷﾐｪげ ;ゲ ゲWWﾐ ｷﾐ ﾗデｴWヴ ﾏWSｷ┌ﾏゲ ﾗa Iﾗﾏﾏ┌ﾐｷI;デｷﾗﾐく Iデ ｷゲ SｷaaｷI┌ﾉデ デｴWﾐ デﾗ 
construct a progressive reading of the films. Rather, a more acceptable 
comprehension would be to position the films as texts expressing a neoliberal 
ideology whilst being morally and ethically problematic due to their rendering of 
class.    
Secondly, the presence of the gothic in the form of demons and ghouls, and the 
narrative mechanics that construct these beings, results in anachronism that blurs 
the contemporaneity with historicity. Both Reynolds and Fisher assert how 
;ﾐ;Iｴヴﾗﾐｷゲﾏ ｴ;ゲ ﾉﾗゲデ ｷデゲ け┌ﾐｴWｷﾏﾉｷIｴ Iｴ;ヴｪWげ ふFｷゲｴWヴが ヲヰヱ3: 14) in that pastiche, 
parody, retrospection are normalized in contemporary cultural forms. Cultural 
output, for both writers, displays a withdrawal from innovation and advancement, 
by embracing textual motifs and processes from past texts (Fisher, 2013 Reynolds, 
2012). Here in the gothic abject, the films display an attachment to traditional 
mechanisms of monster-making that can be traced to The Picture of Dorian Gray 
(Wilde, 1890/1992) as an example, but is also a remnant of Hammer productions. 
This is not to say that these films display a desire to return to a particular period in 
time, but rather a persistency, a haunting, of past mechanisms and forms. The 
monsters are the materialised spectre of the gothic, a cinematic signature that 
ゲヮW;ﾆゲ ﾗaが デﾗ Hﾗヴヴﾗ┘ aヴﾗﾏ DWヴヴｷS;が ┘ｴ;デ ｷゲ けno longerげ ふDWヴヴｷS; IｷデｷWd in Fisher, 2013 
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18), and here I refer to Hammer. The overriding discourse of Hammer is a cinematic 
tradition born of a long literature history, one of the gothic and gothic monsters. 
The prevailing narrative of Hammer is one of films that embraced the gothic, 
setting films in historical settings, plundering tales of old with serialised re-
animations, for the fictionalised figures of Dracula (1960 に 1974), Frankenstein 
(1958 に 1974) and the Mummy (1959 に 1971) have engraved themselves as the 
primary history of the studio. The enduring popularity in British culture of two of 
H;ﾏﾏWヴげゲ ﾆW┞ aｷｪ┌ヴWゲが PWデWヴ C┌ゲｴｷﾐｪ ;ﾐS CｴヴｷゲデﾗヮｴWヴ LWWが Hﾗデｴ ﾗa ┘ｴﾗﾏ ｴ;┗W 
become synonymous with the studio, has no doubt been central in effecting the 
accepted view of the studios. Tim B┌ヴデﾗﾐげゲ HヴｷWa ┌デｷﾉｷゲ;デｷﾗﾐ ﾗa LWW ｷﾐ Sleepy Hollow 
(Tim Burton, ヱΓΓΓぶ ｷゲ デWゲデ;ﾏWﾐデ  ﾐﾗデ ﾗﾐﾉ┞ デﾗ デｴW ;Iデﾗヴげゲ ;ゲゲﾗIｷ;デｷﾗﾐ ┘ｷデｴ ｴﾗヴヴﾗヴが H┌デ 
with a particular type of horror: the gothic. Even the informative and seminal texts 
that have a focus on Hammer studiﾗゲが D;┗ｷS PｷヴｷWげゲ Heritage of Horror (2009) and 
PWデWヴ H┌デIｴｷﾐｪゲげs Hammer and Beyond (1993), which attest to a more 
heterogeneous output then history explicitly relates, cannot dispel the myth. The 
ﾐ;ﾏW けH;ﾏﾏWヴげ Iﾗﾐﾃ┌ヴWゲ ┌ヮ ﾏﾗﾐゲデWヴゲ ;ﾐS デｴW ｪﾗデｴｷIく Bヴｷデｷゲｴ horror cinema is 
Hammer.  
This chapter will explore the gothic abject by dissecting it into the two bodies of 
SｷゲIﾗ┌ヴゲW ;ゲ ｷSWﾐデｷaｷWS W;ヴﾉｷWヴが デｴW ｪﾗデｴｷI HﾗS┞ ;ﾐS デｴW ゲﾗIｷ;ﾉ HﾗS┞く W;ﾉﾆWヴげゲ 
analysis of the representations of the Hoodies as confusing and inconsistent, in that 
the animation of adolescent deviancy is not monstrous enough in comparison to 
other contemporaneous horror output, is correct (Walker, 2016: 92).9 However, the 
                                                             
9 Walker╆s work here does not extend to Citadel, as this was released subsequent to completion 
of his research. The films that Walker discusses specifically are Heartless and F.  
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constrains of a single chapter in which to discuss the films leaves minimal space for 
Walker to undertake a comprehensive examination as to why these monstrous 
figures are inconsistent. There is indeed a certain flatlining of the horror, specifically 
in Heartless and Citadel. The murderous actions, which seem an echo of the 
inflammatory media reports of killings by Hoodies, are somewhat incongruous with 
the manifestation of the Hoodies as phantasmal figures. As stated earlier, the 
gothic abject is a site of conflict between realism and the gothic, and it is this 
mimesis of the realism, as this chapter explores, that constrains the effect of horror 
in these films.   
The three films considered in this chapter construct the gothic abject through an 
inter-SWヮWﾐSWﾐデ ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ HWｴ;┗ｷﾗ┌ヴが IﾗﾐIW;ﾉﾏWﾐデ ;ﾐS け┌ﾐ┗Wｷﾉｷﾐｪげ ﾗa 
identity, a relationship that constructs a narrative schema and is, as this chapter 
asserts, a traditional motif of the gothic monster. Both Citadel and Heartless follow 
; Iﾉ;ゲゲｷI;ﾉ ゲデヴ┌Iデ┌ヴW ﾗa I;┌ゲW ;ﾐS WaaWIデが ｷﾐ デｴ;デ デｴW け┌ﾐ┗Wｷﾉｷﾐｪげ a┌ﾐIデｷﾗﾐゲ ;ゲ 
confirmation of actions and identity, while F subverts the causality by retaining the 
ambiguous nature of the Hoodies. As a determinant, the Hoodies are introduced by 
their anti-social actions, their social body. However, there is a tension between 
what is in the frame anS デｴW ﾐ;ヴヴ;デｷﾗﾐく Wｴ;デ ｷゲ aヴ;ﾏWS ｷゲ デｴW HﾗﾗSｷWゲげ SW┗ｷ;ﾐデ 
behaviour that serves to establish identity through resonance with the extra-filmic 
discourse. In Citadelが Tﾗﾏﾏ┞げゲ ┘ｷaW ｷゲ a;デ;ﾉﾉ┞ ;デデ;IﾆWS H┞ ｴﾗﾗSWS ;ゲゲ;ｷﾉ;ﾐデゲ; in 
Heartless, the Hoodies are loitering on local waste ground; and in F the Hoodies, 
unseen, kill a security guard and partake in low-level disorder. This very human 
behaviour though is narrated as otherworldly, as the actions of ethereal beings, 
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thus the films narrate the gothic body. The Hoodies in Citadel are constructed 
┘ｷデｴｷﾐ ; Iﾉ;ゲゲｷIが けﾐﾗ┘ ┞ﾗ┌ ゲWW ﾏWが ﾐﾗ┘ ┞ﾗ┌ Sﾗﾐげデげ ﾏﾗSWﾉ ┘ｴWヴW デｴW ;┌SｷWﾐIW ;ヴW 
privileged with reflections in car doors and windows, or as shadows at doors. They 
are constructed as present by their absence. They have the ability to be heard in 
houses, but not seen, and they disappear in a glance, only to re-appear instantly. In 
so doing, their threat becomes a ghostly and pervasive one. The form in shadows is 
employed in Heartless, where Jamie thinks he has seen a Hoodie in the window, 
catching an image with his camera. Later in the darkroom, as Jamie develops the 
photo, an image of a demon begins to materialise. The sequence cuts between 
J;ﾏｷWげゲ ┘;デIｴｷﾐｪ a;IW ;ﾐS デｴW SW┗Wﾉﾗヮｷﾐｪ ヮｴﾗデﾗく Aゲ デｴW デWﾐゲｷﾗﾐ ;ﾐS ﾏﾗﾏWﾐデ┌ﾏ 
builds, both Jamie and the audience are denied affirmation in knowledge, as Jamie 
is interrupted by his nephew and the photo spoils (the significance of the nephew 
for the narrative becomes apparent in the closing sequences). In F, the visibility of 
the Hoodies is initially denied to the audience and characters alike. We do not see 
who murders the security guard, and out of the darkness, a milkshake hits a school 
window as Robert walks through the corridor. Framed as disembodied and 
motiveless actions, these events, the film advocates, have a supernatural source. 
When the Hoodies appear in the library, they invade the screen as they navigate 
the library shelves agilely, continuing this see-saw of unease regarding their 
identity. They have a human form but navigate space beyond the ability of a 
human. In juxtaposing deviancy within a ghost-like construction, the films introduce 
the necessary ambiguity, the traversing of the spectral and the actual, that these 
ﾐ;ヴヴ;デｷ┗Wゲ ヴWケ┌ｷヴW ｷa ;ﾐ け┌ﾐ┗Wｷﾉｷﾐｪげ ｷゲ デﾗ ﾗII┌ヴが ┘ｴｷﾉゲデ IヴW;デｷﾐg a referral system that 
allows the audience to recognise the Hoodies by contextualising them within the 
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popular discourses. These initial introductory sequences begin the affiliation 
between crime, abjection and monstrosity, a relationship that the unmasking 
endorses. This act of unveiling is the visualisation of abjection, where criminality is 
made monstrous. To interrogate the significance of the gothic body to the gothic 
abject, but also to understand how the gothic is employed here, I will draw upon 
previous scholarship on the gothic and monstrosity in order to elucidate the 
monster as a site constructed, or rather to explore how the publicly imagined 
Hoodie is subjected to a further process of symbolic violence in being gothicised. 
This chapter engages ┘ｷデｴ T┣┗Wデ;ﾐ TﾗSﾗヴﾗ┗げゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa ｴWゲｷデ;デｷﾗﾐ ｷﾐ デｴW 
a;ﾐデ;ゲデｷIが デｴW けゲ┌ヴa;IW-and-SWヮデｴげ ﾏﾗSWﾉ デｴ;デ ｴ;ゲ HWWﾐ ヮヴW┗ｷﾗ┌ゲﾉ┞ ;ヮヮﾉｷWS デﾗ ﾗデｴWヴ 
monsters of horror by Catherine Spooner and Eve Kosofsky Sedgwick, and Robert 
Mｷｪｴ;ﾉﾉげゲ ;ヴｪ┌ﾏWﾐデゲ ﾗﾐ ヴWヮヴWゲWﾐデation of moral monstrosity in Victorian Gothic 
fiction (Todorov, 1975; Spooner, 2004; Kosofsky Sedgwick, 1980; Mighall, 1999).  
4.3.2: The gothic body 
The Gothic cannot be an essence, for what is Gothicized constantly changes. 
This depends on how each culture chooses to represent itself, and where it 
locates its progress and its necessary antithesis.  
(Mighall, 1999: 286) 
As explicitly outlined, this thesis does not present a psychoanalytical model for 
conceptualising the Hoodie Horror, but rather a social and cultural paradigm that is 
temporally and culturally specific. Monstrosity, the monstrous, and monsters, all 
have embodied the deviant and othered form that opposes the healthy, the sane, 
the beautiful, and the normative, in gothic literature from Dracula and Frankenstein 
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to the more contemporary cinematic animations of the Candyman and Buffalo Bill. 
As Halberstam rightly remarks, the gothic monster is the answer to 'the question of 
who must be removed from the community at large' (Halberstam, 1995: 3). 
Halberstam's challenge to the centrality and universality of what she sees as the 
application of the 'daddy-mommy-me-triangle' of the psychoanalytic to the 
interpretation of the Gothic narrative and the monster (8), opens a path for an 
historical and cultural elucidation that releases the monster from being reduced to 
an essentialist sexual form. Halberstam does not reject the psychoanalytical 
entirely, but rather acknowledges the limitations of the oedipalized encounter 
between fear and desire that results in a monsterised animation of paranoia. 
‘Wゲﾗﾐ;デｷﾐｪ ┘ｷデｴ CﾗｴWﾐげゲ ┗ｷW┘ ﾗa デｴW ﾏﾗﾐゲデWヴ ;ゲ ; I┌ﾉデ┌ヴ;ﾉ ヮヴﾗﾃWIデｷﾗﾐ ヴWゲヮﾗﾐゲｷ┗W デﾗ 
cultural and temporal specifics, Halberstam considers the gothic monster to be a 
けﾏW;ﾐｷﾐｪ ﾏ;IｴｷﾐWげ ;ﾐS ; けヮWヴﾏW;HﾉW ;ﾐS ｷﾐaｷﾐｷデWﾉ┞ ｷﾐデWヴヮヴWデ;HﾉW HﾗS┞げ ﾗヮWﾐ デﾗ 
being inscribed with discourses on class, gender, race, nationality and sexuality 
(1995: 21-22).  
In line with Halberstamげゲ ;ﾐS CﾗｴWﾐげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐが デｴW ｪﾗデｴｷI ﾏﾗﾐゲデWヴ ﾗa デｴW 
Hoodie Horror as variations on the demon and ghoul is a cultural and social body 
that illuminates anxieties over citizenship in neoliberal Britain of the new 
millennium. Whilst the cinematic worlds, via the instable objectivity of the main 
protagonists, are aligned to a psychoanalytical model of individual fears, this thesis 
;ゲゲWヴデゲ デｴｷゲ ｷゲ デﾗ a┌ﾉaｷﾉ デｴW ｪWﾐヴWげゲ ;aaｷﾉｷ;デｷﾗﾐ ┘ｷデｴ ヴWヮヴWゲゲｷﾗﾐ ;ﾐS aW;ヴが ヴ;デｴWヴ デｴ;ﾐ 
fitting with the overall ideology of the film. The gothic abject here is an entity of 
discourse, the end product of the process of social abjection stitched together by 
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political, cultural and social rhetoric. The gothic abject is a body of class disgust, 
inscribed with motifs of the gothic. Whilst Mighall, as citied above, is correct in 
asserting there is no natural state of the gothic, the monsterising of such a 
recognizable, even notorious, and contemporaneous figure makes explicit the 
process. In bringing life to this monster, the gothic abject has to be made gothic. 
The first area of this method I would like to explore is the function of ambiguity and 
how the films establish questions over the Hoodiesげ aﾗヴﾏ ┘ｷデｴｷﾐ TﾗSﾗヴﾗ┗げゲ IﾗﾐIWヮデ 
of hesitation.  
The uncertainty over the form of the Hoodies is partially due to the hoodie as a 
garment, as the hood allows for the concealment of identity. Whilst the history of 
the hoodie is one area of exploration, it is not one this chapter engages in 
extensively. Of more significance is the main protagonists who engage with the 
gothic Hoodies. Tommy (Citadel), Jamie (Heartless) and Robert (F) all suffer from 
mental health issues. Tommy is suffering from post-traumatic stress disorder 
following the murder of his wife. Jamie is a long-term sufferer of depression and 
has tried to commit suicide previously, and Robert is an alcoholic after being 
attacked by a student. The films position Tommy, Robert and Jamie as suffering 
from a crisis in objectivity due to their mental health issues, with other characters 
SｷゲHWﾉｷW┗ｷﾐｪ デｴW ヮヴﾗデ;ｪﾗﾐｷゲデゲげ ﾐ;ヴヴ;デｷﾗﾐ ﾗa W┗Wﾐデゲが Sｷゲﾏｷゲゲｷﾐｪ デｴW ;ヮヮ;ヴｷデｷﾗﾐゲ ;ゲ 
imaginative figments from men under duress, which is in each case a plausible 
explanation. Each film draws upon these personal crises in establishing uncertainty 
over the corporeality of the Hoodies within the cinematic worlds but privileges the 
audience with the pヴﾗデ;ｪﾗﾐｷゲデゲげ Wﾐｪ;ｪWﾏWﾐデ ┘ｷデｴ デｴWゲW aｷｪ┌ヴWゲ ;ゲ WデｴWヴW;ﾉ HWｷﾐｪゲく 
 362 
The establishment of the ambiguity in each film relies upon an oscillation between 
the deviant, but very human actions, of the Hoodies, and their spectral presence: 
that is, between the discourse of the abject and the discourse of the gothic. As 
stated earlier, it is the gothic that narrates the objectionable.   
This ambiguity of the Hoodies adheres to Todorov's concept of the Fantastic where, 
in the duration of the uncertainty, hesitation is experienced by those who 
encounter such other-worldly creatures. This hesitation exists within a crisis of 
vision. As Todorov explains, it is during this hesitancy that what one encounters 
leads to an experience where there may be only two possible explanations. For in a 
world, 'the one we know, a world without devils, sylphides, or vampires, there 
occurs an event which cannot be explained by the laws of this same familiar world' 
(Todorov, 1975: 25), hence:  
the person who experiences the event must opt for one of two possible 
solutions: either he is the victim of an illusion of the senses, of a product of 
the imagination に and laws of the world then remain what they are; or else 
the event has indeed taken place, it is an integral part of reality に but then 
this reality is controlled by laws unknown to us (25). 
The hesitation experienced by character and spectator alike is amplified by the 
ヴW;ﾉｷゲデ aﾗヴﾏ ﾗa デｴW aｷﾉﾏゲげ ゲWデデｷﾐｪゲが ゲ┌Iｴ ;ゲ デｴW Iﾗ┌ﾐIｷﾉ Wゲデ;デWゲ ;ﾐS デｴW ゲIｴﾗﾗﾉく 
Neither is readily or historically associated with gothic tales or horror cinema as 
remote castles or haunted houses are. These are not traditional geographies of the 
fantastic, rather these are ordinary geographies readily available as accessible 
spaces to the spectator. Cinematically, the council estate is more readily associated 
with the aesthetic of British social realist tradition, whilst the school setting has a 
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long association with British television drama such as Grange Hill (Phil Redmond, 
1978 に 2008) or Waterloo Road (Ann McManus and Maureen Chadwick, 2006 に 
2015), where contemporary social issues are interwoven into the dramatic 
narrative. This discord between the realism and the fantastic contributes to, and 
compounds the vacillation of, identity of the Hoodies.  
Citadel, as with Heartless, establishes this oscillation between the supernatural and 
the real in two set-piece sequences that serve to construct and establish the 
cinematic animation of feral behaviour as ghostlike. Before the attack on Joanne in 
the exposition sequence, as Tommy takes the bags to the taxi, the Hoodies' 
reflections are captured in long shot in the car's side mirror and in the shine of the 
car door. Such framing and distancing initiates and aids in composing the abject 
form of the Hoodies. Framing in the long shot constructs the Hoodie as abject, by 
using spacial distance to denote otherness. Working with the hoodie's ability to 
conceal, reflections of the Hoodies function here to position the Hoodies as beings 
who can navigate space unseen and unheard, implying a threatening, but equally 
ethereal presence. Here, pervasive equals preternatural. During the attack, this 
initial other-worldly construction is reiterated. As Tommy can only watch from the 
lift10, a succession of swift shots frames the Hoodies and Joanne at one moment 
being present in the corridor (Fig 129), and the next not, as if all had vanished. After 
a moment's hesitation, all reappear in the corridor exiting a flat. The space of the 
                                                             
10 The lift refuses to work properly by its door not opening and going back down despite 
Tommy pressing the button. As with the Hoodies, there is an uneasy alliance between realism 
and horror. Prior representations in television, cinema and the media consistently portrays the 
inefficiencies of tower blocks and housing estates, such as lifts being out of order. When 
contextualised within the narrative and with the construction of the Hoodies, the question here 
is, does the lift not work due to a tangible mechanical problem in a discourse of realism, or is 
there some supernatural intervention responsible that evokes the tower block as possessed 
edifice? 
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corridor coupled with a hesitation that lasts long enough to create a form of 
temporal suspense confuses both Tommy and spectator into considering the 
possibility that both Joanne and the Hoodies have evaporated into the ether. 
Although all reappear from a flat, the question as to the form of the Hoodies has 
already been prompted, the suspicions of the unearthly introduced. Further into 
the narrative, with Tommy now a widowed single father suffering from a form of 
agoraphobia, he encounters the Hoodies again in his home, a set piece that further 
develops the Hoodies as supernatural entities. Again, the camera announces their 
presence to the spectator first by framing their distorted reflections in a kettle. 
Descending the stairs, Tommy finds the front door open and when settled in the 
lounge finds a needle on the floor. At this point, the lights in the house go out. The 
running out of electricity intervenes to accentuate the foreboding and, as with the 
lift in the opening scenes, works to create ambivalence as to the source of the 
deactivation. Has the money run out in the meter, or is the synchronism due to a 
more supernatural phenomenon? As a shadow of a figure of a hooded child 
appears at the glass-fronted front door (Fig 130), Tommy hears footsteps upstairs 
and looks upwards. As Tommy turns back to the door, the hooded figure punches 
through the glass in order to open the door. Once Tommy has defended himself 
against this figure, he rusheゲ ┌ヮゲデ;ｷヴゲ デﾗ aｷﾐS ｴｷゲ IｴｷﾉSげゲ Iﾗデ デ┌ヴﾐWS ﾗ┗Wヴ ;ﾐS デｴW 
window open, but no sign of the Hoodies in the house. Other than the window, the 
Hoodies would have had to pass Tommy to escape. Tommy's friend Marie later 
rationalises the event as a burglary, whereas Tommy, as with Jamie in Heartless, is 
hesitant in accepting a rational explanation.  
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As with Citadel, the presence of the Hoodies in F is posited as physical, earthbound 
existences (due to the wearing of a hoodie and their physical movement), yet one 
that is omnipresent and non-human, as their initial onscreen presence implies. The 
film originally denies the frame their physical presence by presenting their actions, 
ranging from low-level deviancy to indiscriminate and horrific acts of killing, in a 
sequence that follows the Hoodies advance on, and inexplicable infiltration of, the 
ゲIｴﾗﾗﾉく TｴW ;┌SｷWﾐIW ;ヴW ;ﾉWヴデWS デﾗ ; ヮヴWゲWﾐIW ┘ｴWﾐ デｴW ゲIｴﾗﾗﾉげゲ ゲWI┌ヴｷデ┞ ｪ┌;ヴS ｷゲ 
knocked unconscious outside the building, trapped in a disposal bin and then set 
alight. Similarly, Robert is first alerted when he witnesses a milkshake thrown 
against the window of the corridor where he is walking. The camera lingers on 
Robert looking out into the darkness, seeing no discernible origin of the act. Once 
the external threat is established, the film presents the physical form of the 
Hoodies, but still within a setting that amplifies the suggestion that they are not of 
this earth. In the library, the assistant thinks she hears Robert and calls out his 
name. The camera, close to the assistant, follows her as she investigates the lines of 
book-shelves. In a jump-scare, library card listings are thrown into the air by no 
visible agent, as with the milkshake earlier. The assistant, assuming it is the school 
IｴｷﾉSヴWﾐが ゲｴﾗ┌デゲ ﾗ┌デ け“ﾗﾏW ﾗa ┞ﾗ┌ ﾆｷSゲ Sﾗﾐげデ SWゲWヴ┗W デﾗ HW ｷﾐ ゲIｴﾗﾗﾉげく TｴW I;ﾏWヴ; 
captures, through the gaps between the books and shelves, indiscriminate shapes 
scuttling through the high-rise bookshelves. The movement is edited to create a 
'now you see me, now you don't' pursuit through the bookshelves, images that are 
intercut between successive shots of the assistant turning her head, unable to 
conclusively locate or even determine their presence. The slow pace between each 
shot manufactures an increasing uneasiness whilst strengthening the sense of fear 
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and dread as the sequence instructs the audience to connect the Hoodie's arrival 
with the earlier indiscriminate killing of the security guard by undisclosed assailants. 
At the back of the frame, a Hoodie jumps up onto a bookshelf and tracks the library 
assistant (Figs 131 and 132). As one jumps down behind the assistant, she turns, 
and another jumps down (Fig 133). These Hoodies have now invaded the screen 
after their presence has been denied, but still have their faces obscured. The 
camera lingers as the Hoodies straighten their form, now surrounding the assistant. 
At this point, the scene is cut, denying the audience of witnessing the murder. The 
;ゲゲｷゲデ;ﾐデげゲ Hヴ┌デ;ﾉｷゲWS HﾗS┞ ｷゲ ﾏ;SW ┗ｷゲｷHﾉW ﾉ;デWヴ ┘ｴWﾐ ‘ﾗHWヴデ aｷﾐSゲ ｴWヴく  
TﾗSﾗヴﾗ┗げゲ ｷSW;ゲ on hesitation in the fantastic aid in informing the initial gothic 
construction of the Hoodie as gothic abject. In order to make something gothic, 
questions over identity and form are a necessity, especially with a renowned figure 
such as the Hoodie. The initial question would be the same as animating housing 
estates as haunted: how to make strange something so recognisable? Once 
ambiguity has been established, the films develop the tension around the 
configuration of the abject by focusing on identification through the revelation of 
the face. Whilst who or what these creatures are remains a concern in the three 
films, how each text resolves the question, through pacing and denouement, differs 
in each, impacting not only the narrative but also the delivery of horror. 
 4.3.3: Monstrous revelations 
A Horror story, the face is a horror story  
(Deleuze and Guattari, 1987: 187) 
 367 
Revelation of monstrosity as true identity has an extensive history in cinematic 
horror. From Dracula bearing his teeth to the bodily transformation of Larry Talbot 
in The Wolf Man, or David Kessler in An American Werewolf in London (John Landis, 
1981), and not forgetting Brundle in the updated version of The Fly, the frisson 
created by such visual exposure not only acts as confirmation of what has been 
suspected in the narrative, but also functions as a site for horror itself. To reveal is 
to scare, to disgust, to repel and in a medium and genre reliant on visualisation, it is 
no surprise that such an exploit has become an expectation and a trope of 
cinematic horror. Heartless, F and Citadel continue this tradition as the following 
examples demonstrate.  
If we divide Citadel into a classical three-act film, then the revelation occurs in the 
second and functions not only to persuade Tommy to save his daughter, but also 
that he was correct in thinking these beings were not human. The moment of 
unveiling occurs in a violent sequWﾐIW ﾗa W┗Wﾐデゲ デｴ;デ HWｪｷﾐゲ ┘ｷデｴ Tﾗﾏﾏ┞げゲ aヴｷWﾐSが 
Marie, being viciously attacked by the Hoodies, and Elsa kidnapped. In an effort to 
escape from the chasing Hoodies, Tommy boards a bus, itself an uncanny 
construction where passengers and the driver are of this world, but eerily drained 
of life. As the Hoodies board too, their unearthly form is further implied as they are 
framed as shapes from behind or as presences off screen. The aural scape of their 
animalistic speak penetrates the screen that frames Tommyげゲ aW;ヴa┌ﾉ a;IW ;ゲ デｴW 
Hoodies indiscriminately and fatally attack those on board. Immediately preceding 
Eﾉゲ;げゲ ﾆｷSﾐ;ヮが ﾗﾐW ﾗa デｴW HﾗﾗSｷWげゲ a;IW ｷゲ ┌ﾐ┗WｷﾉWS デﾗ ヴW┗W;ﾉ a green, pustulent, half 
gnome-half human visage. More mortal than the demons of Heartless, the Hoodies 
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of Citadel appear as sick and suffering, their countenance nauseating, a 
visualisation of disgust that makes a spectacle of repulsion; this serves to arouse 
;┗Wヴゲｷ┗W Wﾏﾗデｷﾗﾐゲ ;ﾐS ゲｴ;ヮW Tﾗﾏﾏ┞げゲが ;ﾐS デｴW ゲヮWIデ;デﾗヴげゲが ヮWヴIWヮデ┌;ﾉ aｷWﾉSゲ デﾗ 
affirﾏ デｴW HﾗﾗSｷWげゲ ;HﾃWIデ ゲデ;デWが ゲデｷｪﾏ;デｷ┣ｷﾐｪ デｴWﾏ ;ゲ ヴW┗ﾗﾉデｷﾐｪ aｷｪ┌ヴWゲく TｴW ;HﾃWIデ 
discourse that surrounds the Hoodies in this cinematic world is visually inscribed by 
the gothic onto their faces. 
The moment of unveiling occurs earlier in the narrative in Heartless then in Citadel. 
Adhering to the much-used gothic trope of investigation, Jamie begins to wonder 
about the origin of the graffitied images of demon-esque faces that have populated 
the urban architecture and the waste ground he navigates. The film builds up to the 
revelatory sequence by positioning the Hoodies as half-way beings that are 
constructed as spectral and unearthly forms who can move freely but unseen, but 
also as ones who behave as youths hanging out on street corners reminiscent of the 
adolescents Tony Blair was referring to when he told reporters, けpeople are rightly 
fed up with street corner and shopping centre thugsげ (Blair cited in White, 2005: 2). 
In essence, these beings are constructed as urban demons: urban denoting a 
certain type of behaviour and demon implying a certain visualised form. Jamie, as 
we learn, has retreated into a fantasy world and his imagination has constructed 
the Hoodies as demons. Contextualised within a narrative that presents reality to 
Jamie as a modern-day hell, the unmasking of the demon Hoodie confirms what 
Jamie suspects. Jamie is surrounded by a semiotic netherworld his fragile mind 
pieces into a reality; he sees imprints of demon faces in local graffiti, and when his 
ﾉﾗI;ﾉ ゲｴﾗヮﾆWWヮWヴ デWﾉﾉゲ ｴｷﾏが けｷデげゲ ｴWﾉﾉ ﾗ┌デ デｴWヴWげ デｴｷゲ ゲWヴ┗Wゲ デﾗ Iﾗﾏヮﾗ┌ﾐS J;ﾏｷWげゲ 
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belief in the existence of other-worldly beings. The unveiling occurs in the narrative 
as the last sign Jamie requires to validate his own intuition. Provided with the 
opportunity to follow a Hoodie one night, Jamie locates a gang existing on local 
waste ground. The connection between the space of urban borders of waste 
ground, deviant behaviour and monstrosity of form is being prepared for both 
Jamie and the audience in this short sequence. In brief, abject space and abject 
form are being constructed and crystallised visually and aurally. Peering through a 
hole in the fence, Jamie begins to photograph the figures as they throw bottles into 
the fire, holding their arms aloft and releasing fox-like screams into the air. Jamie 
photographs the gang but, as the camera film ends and unwinds, the noise alerts 
the gang to his presence. Jamie steps back from the fence as the figures stealthily 
move through the darkness towards him. Furtively, one demon figure moves in on 
the frame in a sequence devised to maximise tension and to focus the horror on the 
revelatory knowledge of the Hoodie as demon. Moving from long shots to close 
ups, the Hoodie unmasks himself to Jamie and the spectator, as its countenance 
threateningly protrudes the gap in the fence, an image synchronised with one last 
animal scream (Fig 134). In keeping with horror film traditions, Jamie's horrified 
response is framed in reverse shot to function as confirmation for the audience. 
The ambivalence created by the disparity between clothing, bodily shape and the 
auralscape is erased in this moment of revelatory visage: a grotesque mouth, filled 
with excessive sharpened canine teeth, and green snake-like skin, confirms this is 
no human, but a monstrous form that inhabits a hoodie.  
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H;ﾉHWヴゲデ;ﾏげゲ ｴｷゲデﾗヴｷI;ﾉ ゲ┌ヴ┗W┞ ﾗﾐ ﾏﾗﾐゲデWヴゲ aヴﾗﾏ ﾉｷデWヴ;デ┌ヴW デﾗ aｷﾉﾏ ﾗHゲWヴ┗Wゲ デｴ;デ デｴW 
ﾏWSｷ┌ﾏ ﾗa IｷﾐWﾏ; ﾐ;ヴヴﾗ┘ゲ デｴW ﾏﾗﾐゲデWヴげゲ I;ヮ;Iｷデ┞ デﾗ a┌Wﾉ ｴﾗヴヴﾗヴ ┗ｷ; ｷデゲ ﾗ┘ﾐ 
appearance as visualisation exterior to the imagination, since this fails to be 
'monstrous enough' (Halberstam, 1995: 3). Unable to rely upon the monster's 
visible manifestation for horror, sketching the scope of horror becomes the 
responsibility of the monster's actions 11 , which in the modern horror film 
Halberstam considers occurs predominately in the 'explicit violation of the female 
body' (3). H;ﾉHWヴゲデ;ﾏげゲ ﾗHゲWヴ┗;デｷﾗﾐゲ ｴWヴW ｴ;┗W ｷﾏヮﾗヴデ;ﾐIW aﾗヴ デｴW IﾗﾐIW;ﾉ ;ﾐS 
reveal trope in the films in focus here, and resonate with the masking and unveiling 
theory, more widely known as the traditional psychoanalytical surface and depth 
model of the gothic. As scholars such as Spooner and Kosofsky Sedgwick have 
noted, gothic narratives have been approached primarily as texts concerned with 
デｴW けヴWデ┌ヴﾐ ﾗa デｴW ヴWヮヴWゲゲWSげ ふ“ヮﾗﾗﾐWヴが ヲヰヰヴぎ ヲぶ ┘ｴWヴW デｴW surface is presented as 
the rational and the social, but superficial and therefore trivial in comparison to the 
depth, for this is the is the locus for the buried psyche which holds all the meaning 
(Kosofsky Sedgwick, 1980: 11). As Kosofsky Sedgwick argues, such a methodology 
ignores and rejects any significance of the surface (141). Spooner and Kosofsky 
“WSｪ┘ｷIﾆげゲ ┘ﾗヴﾆ ﾗﾐ Iﾉﾗデｴｷﾐｪ ;ﾐS デｴW ｪﾗデｴｷI ;ヴデｷI┌ﾉ;デWゲ デｴW ヮヴﾗHﾉWﾏゲ ﾗa デｴｷゲ 
psychoanalytic model, positioning it as too simplistic for suggesting that the 
mechanism of disguise could indicate an authentic and monolithic self (Spooner, 
2004: 5). While Spooner warns against a mere reversal of the model to privilege the 
ゲ┌ヴa;IWが ゲｴW ;ゲゲWヴデゲ ｪﾗデｴｷI ｪ;ヴﾏWﾐデゲ け;ヴデｷI┌ﾉ;デW デｴW HﾗS┞ ｷﾐ ; ヴ;ﾐｪW ﾗa Iｴ;ヴ;cteristic 
themes ぐ ﾏ;SﾐWゲゲが ﾏﾗﾐゲデヴﾗゲｷデ┞が デｴW ｪヴﾗデWゲケ┌Wげが ヴWﾐSWヴｷﾐｪ デｴW HﾗS┞ ;ゲ ; 
                                                             
11 There are some notable exceptions to Halberstam's appropriate summary, one being David 
Cronenberg's The Fly.  
 371 
historically specific form, but not one that is passively governed (4-13). 
F┌ヴデｴWヴﾏﾗヴWが “ヮﾗﾗﾐWヴ ;ﾉｷｪﾐゲ ｴWヴ ;ヴｪ┌ﾏWﾐデ ┘ｷデｴ H;ﾉHWヴゲデ;ﾏげゲ IﾗﾐIWヮデ┌;ﾉｷゲ;デｷﾗﾐ ﾗa 
gothic selves as fluid, mobile and performative (Halberstam, 1995: 64) by 
advocating for the significance in the disguise, as this is more constitutive of 
subjectivity than the interior (Spooner, 2004: 4-6). As Halberstam observes, the 
ｪﾗデｴｷI ゲWﾉa けゲ┌H┗Wヴデゲ デｴW ﾐﾗデｷﾗﾐ ﾗa ;ﾐ ;uthentic self and makes subjectivity a surface 
WaaWIデげ ふH;ﾉHWヴゲデ;ﾏが ヱΓΓヵぎ ヶヴぶく 
The reasoning of both Halberstam and Spooner, as outlined above, is of use here 
for it aids in illuminating how the gothicising on display in the gothic abject is not 
employed to create a progressive subjectivity, but functions as a means of class 
prejudice which further abjects the underclass in the public arena. Firstly, following 
H;ﾉHWヴゲデ;ﾏげゲ ｴｷゲデﾗヴ┞ ﾗa デｴW ﾏﾗﾐゲデWヴが ┘W I;ﾐ ﾉﾗI;デW デｴW ヴW┗Wﾉ;デｷﾗﾐ ﾗa ｴﾗﾗSｷW ;ゲ 
monster as an historical and bygone mechanism. Whereas such an employment 
could be contextualised as ubiquitous nostalgia, the exploitation of the Hoodie as a 
discourse of the abject in the films speaks more to an impoverished imagination 
デｴ;デ ゲﾗ┌ｪｴデ デﾗ デヴ;IW ﾗ┗Wヴ ﾗﾐW けSｷゲI┌ヴゲｷ┗W ゲデヴ;デWｪ┞ ﾗa デｴW ゲデWヴWﾗデ┞ヮWげ ふBｴ;Hｴ;が ヱΓΒンぎ 
18) to another stereotype, the gothic monster, a process of stereotype mapping 
Walker engages with (Walker, 2016: 94-96). However, this thesis expands this 
tracing over of stereotypes to assert that the gothic act of unmasking is affirmation 
of the disgust consensus as outlined previously in the Fashion of Fear. Initially, the 
┌ﾐ┗Wｷﾉｷﾐｪ ﾗa デｴW ｪﾗデｴｷI ;HﾃWIデ ┘ﾗ┌ﾉS ;ヮヮW;ヴ デﾗ ゲ┌ヮヮﾗヴデ デｴW けゲ┌ヴa;IW ;ﾐS SWヮデｴげ 
ﾏﾗSWﾉ ｷﾐ ゲ┌ｪｪWゲデｷﾐｪ デｴ;デ デｴW けヴW;ﾉげ ゲWﾉaｴﾗﾗS ﾗa デｴW Hﾗﾗdie is the monster. However, 
ﾉWデげゲ IﾗﾐゲｷSWヴ ┘ｴ;デ デｴｷゲ ;Iデ ﾗa ┌ﾐﾏ;ゲﾆｷﾐｪ ;IIﾗﾏヮﾉｷゲｴWゲく TｴW ┘W;ヴｷﾐｪ ﾗa デｴW ｴﾗﾗSｷW 
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(as a fashion garment) indicates a particular type of behaviour, for it is inscribed 
with the revolting discourse of the neoliberal other, the Hoodie. Uncovering to find 
a monster under the hood does little more than to affirm what is already known: 
the deficient subjectivity of Hoodie as neoliberal other. Thus, diverging from the 
traditional approach, the function of unmasking, or making known, in both 
Heartless and Citadel, serves not only to affirm rather than to reveal, but the act of 
disclosure also affirms the monolithic identity of the Hoodies. As with Citadel, the 
unmasking in Heartless functions to confirm suspicions of the lead character, Jamie, 
ﾗa デｴW HﾗﾗSｷWゲげ ┌ﾐW;ヴデｴﾉ┞ aﾗヴﾏが aﾗヴｪｷﾐｪ ; ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ デｴW SWデWヴﾏｷﾐｷﾐｪ 
anti-social behaviour and animation of a monstrous visage. In making a spectacle of 
ﾏﾗﾐゲデヴﾗゲｷデ┞が J;ﾏｷW IﾗﾐIﾉ┌SWゲ ｴW ｴ;ゲ ┌ﾐW;ヴデｴWS デｴW け;┌デｴWﾐデｷIげが ｷﾐｴ┌ﾏ;ﾐが ｷSWﾐデｷデ┞ 
of the Hoodies. Jamie is vindicated in a succeeding scene, when watching news 
reports of indiscriminate murders carried out by a gang of hoodies, the eye 
witnesses report the gang were wearing demon masks. However, a young girl 
contests this by declaring the Hoodies to be actual demons. Authenticity, realism, 
or monolithic: whichever term we apply to this revelation, what has been 
uncovered is a form of strategic essentialism. In gothicizing the Hoodie into non-
human form, the films not only eradicate humanity, but also produce a reductive 
aﾗヴﾏ Iﾗﾐゲデヴ┌IデWS aヴﾗﾏ ヮ┌ヴW SW┗ｷ;ﾐI┞く Aゲ ┘ｷデｴ “ヮﾗﾗﾐWヴげゲ ;ﾐS H;ﾉHWヴゲデ;ﾏげゲ 
arguments, all meaning for the Hoodie is poured into the surface, which is the 
hoodie as inscribed with discourse. However, the gothic abject challenges 
HaﾉHWヴゲデ;ﾏげゲ ｷSW; ﾗa デｴW ｪﾗデｴｷI ゲWﾉaｴﾗﾗS ;ゲ aﾉ┌ｷSく ‘;デｴWヴが デｴW a┌ﾐIデｷﾗﾐ ﾗa デｴW ｪﾗデｴｷI 
body in these films is an act of disclosure of a monolithic and essentialist identity of 
the Hoodie. Although the gothic speaks of a phantasmal form, the grotesque bodies 
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do little more than sustain the Hoodie as feral, anti-social and deviant. It is the 
;ﾐデｷデｴWゲｷゲ デﾗ “ヮﾗﾗﾐWヴげゲ ;ゲゲWヴデｷﾗﾐ ﾗa デｴW ｪﾗデｴｷI HﾗS┞ SWaｷﾐWS H┞ ｴｷゲデﾗヴｷI;ﾉ IﾗﾐデW┝デ 
(Spooner, 2004: 13), for the gothic abject is not just passive, but subjugated to its 
historical and cultural context.  
Central to this act of unmasking is to affirm the face, and specifically its skin. The 
function of the skin for the gothic abject further demonstrates not only its 
allegiance to the gothic, but also a return to the past in how physiognomy is 
employed to reveal monstrosity. Halberstam elucidates that an aspect that remains 
a constant for the construction of monsters, although exposed to mutations and 
transitions, is skin. Vampires puncture skin, Frankenstein's skin is a patchwork 
border, Dorian Gray desires a canvas to conceal depravity, Leatherface wears skin 
as a trophy and Buffalo Bill covets female skin as a transformative property 
(Halberstam, 1995: 7). As Halberstam correctly points out, skin is the absolute 
boundary, but also malleable, which therefore results in it being the site of violent 
acts and disruption (7). Looking to The Texas Chainsaw Massacre 2 (Tobe Hooper, 
1986), Halberstam also perceives a progressiveness, a transgressive ability in skin, 
in that it provides a platform for the re-gendering of identities, by a literal stitching 
together of pieces. Indeed, Halberstam views monsters as a patchwork form, which 
more contemporary examples such as Buffalo Bill in The Silence of the Lambs and 
Sally Rag in The Nightmare Before Christmas (Tim Burton, 1993), stitch and unstitch, 
to construct their subjectivity (Halberstam, 1995). The gothic abject stands in 
opposition to this progressive potential. The skin of the gothic abject is not a 
disruption, nor a tool for self-determination. Rather, it demarcates and reinforces a 
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boundary. The skin of these monsters is inscribed with the discourse of neoliberal 
citizenship as represented by the Hoodie.  
While this chapter has concentrated on an ideological reading of the gothic abject, 
tracing how gothicisation articulates the process of othering by exploiting 
contemporary British class identities, it has not engaged with the affect of horror. 
Mｷｪｴ;ﾉﾉげゲ ┘ﾗヴﾆ ﾗﾐ ﾏﾗヴ;ﾉ ﾏﾗﾐゲデヴﾗゲｷデ┞ ;ﾐS ヴWヮヴWゲWﾐデ;デｷﾗﾐ ｷﾐ ┘ヴｷデｷﾐｪゲ ﾗﾐ VｷIデﾗヴｷ;ﾐ 
criminality and gothic fiction cautions against privileging cultural readings of horror 
デW┝デゲ ﾗ┗Wヴ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW ﾏWIｴ;ﾐｷゲﾏゲ ﾗa ｴﾗヴヴﾗヴく Aゲ Mｷｪｴ;ﾉﾉ ;ゲﾆゲが けIゲ ｷデ ﾐﾗデ ぐ the 
H┌ゲｷﾐWゲゲ ﾗa デｴW ｪﾗデｴｷI デﾗ HW ゲI;ヴ┞ ﾗヴ ゲWﾐゲ;デｷﾗﾐ;ﾉいげ ふMighall, 1999: 167). Viewing 
cultural readings of horror as tautological exercises, Mighall determines on an 
epistemological approach, an emphasis which he considers to allow for a more 
focused study on the tools of horror, rather than the reading. The critical crux for 
Mighall is to be aware oa けデｴW SｷaaWヴWﾐデ ﾏﾗデｷ┗;デｷﾗﾐゲ ;ﾐS SｷゲI┌ヴゲｷ┗W ヮヴ;IデｷIWゲ ﾗa 
ゲIｷWﾐデｷゲデゲ ;ﾐS ﾐﾗ┗Wﾉｷゲデゲげが aﾗヴ W;Iｴ ゲデヴｷ┗W デﾗ けヮヴﾗS┌IW SｷaaWヴWﾐデ さtruthsざ, and strive to 
WﾉｷIｷデ SｷaaWヴWﾐデ ヴWゲヮﾗﾐゲWゲげ ふヱヶΒぶが ｷﾐ デｴ;デ ゲIｷWﾐIW ヮ┌ヴゲ┌WS ;ﾐ WヮｷゲデWﾏﾗﾉﾗｪｷI;ﾉ ヮ;デｴ ｷﾐ 
determining monstrosity, whereas gothic fiction creates monstrosity in order to 
induce terror, to scare, to horrify. This is an essential differentiation for Mighall as it 
;ﾉﾉﾗ┘ゲ ｴｷﾏ デﾗ ヴWﾃWIデ デｴW ﾏﾗSWﾉ ﾗa ｪﾗデｴｷI aｷIデｷﾗﾐ ;ゲ ;ヴデｷI┌ﾉ;デｷﾐｪ けI┌ﾉデ┌ヴ;ﾉ ;ﾐ┝ｷWデ┞げが 
thus downplaying ideological and psychological interpretations of texts in favour of 
a focus on generic considerations and obligations.  
TｴW ┗;ﾉ┌W ﾗa Mｷｪｴ;ﾉﾉげゲ ﾏWデｴﾗSﾗﾉﾗｪ┞ aﾗヴ ;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW ｪﾗデｴｷI ;HﾃWIデ ｷゲ ｴﾗ┘ ｷデ 
provides an approach to delineating the monstrous forms of F from those in Citadel 
and Heartless. This is not to mean that the monsters of F do not share an 
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ideological reading with the other two films; the monsters from all three explicitly 
exploit the abject discourse of the Hoodie in the making of the monsters. Indeed, 
Johannes Roberts, the director of F, has explained how catching sight of hoodies for 
sale on a market stall resolved the issue over the form of the monster for the film. 
(Roberts, 2011.) However, the obvious distinction of F is its refusal to unmask 
identity and the impact this strategy has on the affect of horror. Employing 
Mｷｪｴ;ﾉﾉげゲ ;ヮヮヴﾗ;Iｴ ｴWヴW ;┗ﾗｷSゲ ヴWデヴW;デｷﾐｪ ｷﾐデﾗ ; デ;┝ﾗﾐﾗﾏ┞ ﾗa デｴW aｷﾉﾏゲ ﾗﾐ デｴW 
ｪヴﾗ┌ﾐSゲ ﾗa デｴWｷヴ けゲI;ヴW ;ヮヮW;ﾉげが H┞ ;ﾉﾉﾗ┘ｷﾐｪ デｴWﾗヴｷゲ;デｷﾗﾐ ﾗﾐ デｴW IｴﾗｷIW ﾗa 
mechanisms present in the film. For F, focusing on the face releases the gothic body 
of the monstrous Hoodies from the constraints of the social body, illuminating the 
film as conscious of its strategy of horror.  
4.3.4: TｴW げ┌ﾐゲヮW;ﾆ;HﾉWげ aﾗヴﾏ ｷﾐ F 
What do you want? 
(Robert, F) 
Differing from Citadel and Heartless, the gothic abject of F does not participate in 
any moments of uncovering; the identity and indeed the motives of these monsters 
remains shrouded. The bodily form, dressed in jeans, trainers and hoodies, as with 
the other two films, here seems distinctly human, and in a momentary shot during 
the closing third of the film, the audience are privileged with the disclosure of one 
of the monsterげs hands bleeding. However, such straying towards an identifiable 
human form is too fleeting and counteracted by the focalisation on the 
dematerialisation of the face in the construction of the Hoodie. As Spooner notes, 
the erasure of the body is a recurrent theme in gothic fictions, most notably H.G 
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Wellsげゲ story The Invisible Man (1897) (Spooner, 2004: 6), and the gothic abject of F 
draws upon this concept. The hoods do not simply hide or veil their identity: the 
monstrous Hoodies are defaced. To sufficiently understand the construction here, 
we must decouple the cinematic animation from the contemporary cultural 
construction. Walker Iヴｷゲヮﾉ┞ ゲ┌ｪｪWゲデゲ デｴW WゲゲWﾐIW ﾗa デｴW aｷﾉﾏげゲ HﾗﾗSｷWゲ ﾉｷWゲ ｷﾐ ｴﾗ┘ 
けデｴWｷヴ a;IWゲ ;ヴW a┌ﾉﾉ┞ Hﾉ;IﾆWS ﾗ┌デげ ;ﾐS ｴﾗ┘ HW┞ﾗﾐS デｴW ┘W;ヴｷﾐｪ ﾗa ; ｴﾗﾗSｷWが W;Iｴ ｷゲ 
indistinguishable from the other (Walker, 2016: 93). This description does not 
sufficiently encapsulate the defacement, for underneath their hoods is a blackness, 
a void: there is a vacuum for a visage, a cavity of nothingness, an eternal abyss. 
Individuality に indeed, the visage as acknowledgement of human form and a 
surface as representative of what constitutes personal identity に is defaced and, 
critically, replaced with an horrific absence. As with the gothic Hoodies of Heartless 
and Citadel, the construction of the Hoodie here rotates on the disruption of 
surfaces and boundaries, returning it to the discourses of the abject and of gothic 
monsters. The skin as a boundary has not been inscribed with the abject, it has 
been obliterated and the body is presented as lacking wholeness and integrity, a 
condition of the gothic body as outlined by both Halberstam (1995) and Spooner 
(2004). Here there is no identity to reveal. It is the effacement that indicates a 
representation that draws upon the gothic notion of the 'unspeakable', a form that 
finds a synergy with the process of social abjection that results in humans as waste 
products (Khanna, 2009: 193). However, it is the gothic foundations, the 
mechanism of erasure, that is the focus.   
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It has often been observed that there are more effective ways of evoking terror, 
fear and horror than the intricate descriptions and creations of horrific spectacle. If 
we take our cue from Edmund Burke's belief, 'to make anything very terrible, 
obscurity seems in general to be necessary' (Burke, 1998, 102-3), then to stop short 
of absolute unmasking allows the imagination to engage, seek and wonder over the 
constitution of the 'unspeakable'. Objects that are ambiguous, indeterminate or 
nebulous affect hesitation and fascination within an audience, determined to evoke 
reactions of uncertainty, insecurity and a sense of dread and doubt. It is a tool of 
gothic forms and horror in general to initiate, sustain and swell suspense and 
terror. As Mighall notes, 'terrors that defy description are more fearful than those 
brought under the sway of descriptive language.' (Mighall, 1999: 185). Mighall 
further notes how the model of the 'unspeakable' was adapted in the late Victorian 
Gothic writings and shaped with a physiological focus for narratives concerned with 
デｴW ろ┗ｷゲｷHｷﾉｷデ┞ ﾗa ┗ｷIWげが ;ゲ ┘ｷデｴ ゲ┌Iｴ デ;ﾉWゲ ;ゲ The Picture of Dorian Gray and Strange 
Case of Dr Jekyll and Mr Hyde (186). I argue that the gothic abject of F is 
Iﾗﾐゲデヴ┌IデWS ┘ｷデｴｷﾐ ;ﾐ ｷﾐI;ヴﾐ;デｷﾗﾐ ﾗa デｴW ろ┌ﾐゲヮW;ﾆ;HﾉWろが W┝ｷゲデｷﾐｪ ┘ｷデｴｷﾐ TﾗSﾗヴﾗ┗げゲ 
idea of hesitation (Todorov, 1975). In this film, corporeality is crystallised from a 
human body, yet one with its countenance defaced and replaced with black 
nothingness. It is a conflicted construction that represents the figure of the Hoodie 
as corrupted and impure, recognisable by its clothes, yet unimaginable and 
indescribable. The 'visibility of vice' is reconfigured here to ensure identity is 
invisible. As Alexandra Warwick and Dani Cavallaro write of an intention tasked to 
┗Wｷﾉゲ ;ﾐS ﾏ;ゲﾆゲが けデｴｷゲ ゲ┌ヴa;IWが ﾏﾗヴWﾗ┗Wヴが ﾏ;┞ デ┌ヴﾐ ﾗ┌デ デﾗ IﾗﾐIW;ﾉ ﾐﾗデ ; ヮヴWゲWﾐIW 
but an absence, not a depth, but a vacuuﾏくげ ふW;ヴ┘ｷIﾆ ;ﾐS C;┗;ﾉﾉ;ヴﾗが ヱΓΓΒぎ ヱンンぶく 
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WｴWﾐ ‘ﾗHWヴデゲ ;ゲﾆゲ デｴW HﾗﾗSｷWゲ けWｴﾗ ;ヴW ┞ﾗ┌い Wｴ;デ Sﾗ ┞ﾗ┌ ┘;ﾐデいげが デｴWヴW ｷゲ ﾐﾗ 
response. The erasure either leaves an inability to communicate or a refusal. The 
silence amplifies the vacuity of the visage.  
Indeed, the monstrous Hoodie of F is enveloped in silence. In contrast to Heartless 
and Citadel, the film consistently frames the silent figure of the Hoodie in close-ups. 
The camera hangs close to the Hoodies, lingering on their form. The performance of 
such an entity of an abyss emphasises the deliberate movement and silence of the 
body. It is the spectacle of horrific absence. Walker observes that the school setting 
a┌ﾐIデｷﾗﾐゲ ;ゲ デｴW けさterrible placeざ ﾗa ﾏﾗSWヴﾐ ｴﾗヴヴﾗヴ IｷﾐWﾏ;げ ｷﾐ デｴ;デ ｷデゲ けHヴﾗﾗSｷﾐｪ 
IﾗヴヴｷSﾗヴゲげ ;ﾐS けデｷｪｴデ S;ヴﾆ ゲヮ;IWゲげ ┌ヮS;デW デｴW ﾗヴｷｪｷﾐ;ﾉ ;ゲゲﾗIｷ;デｷﾗﾐ ┘ｷデｴ デｴW 
continuation of the family unit to the absence of the family and a reflection of 
societal breakdown (Walker, 2016: 106). While space and place are discussed in this 
デｴWゲｷゲげs section entitled けM;ﾐﾗヴゲげ, what seems of more significance to the location 
of the film than generic marking, is the darkness and silence, the latter being an 
;ヴW; ﾗﾏｷデデWS aヴﾗﾏ W;ﾉﾆWヴげゲ ;ﾐ;ﾉ┞ゲｷゲく Wｴｷﾉゲデ デｴW aｷﾉﾏ SﾗWゲ Sヴ;┘ ┌ヮﾗﾐ デｴW デヴﾗヮWゲ ﾗa 
デｴW けﾗﾉS S;ヴﾆ ｴﾗ┌ゲWげが ケ┌ｷWデﾐWゲゲ Wﾏ;ﾐ;デWゲ throughout the building. Combined with 
the shadows, the darkness and the tight camera work, an intimacy of fear and 
tension is created, horrifically complementing the figure of the Hoodie as 
unspeakable form. In the confrontation with Robert, the movement of the Hoodie 
communicates a self-possession (Figs 135-137). There is purpose and stillness to its 
movements and as it lands the camera captures it as it slowly rights itself to face 
Robert. The enveloping and seemingly enclosing darkness amplifies the 
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spectacularising of absence, constructing a prevailing sense of dread, unease and 
ambivalence.  
Intensifying this perturbed ambivalence is the question of motivation. Along with 
the question of identity is the question of why. Predating the similarly unexplained 
evil in It Follows (David Robert Mitchell, 2014), F provides no contextualisation as to 
why the Hoodies attack staff and pupils. Why this school? Why now? Why these 
victims? The opening prelude that illuminates Robert's alcoholism, marriage and 
family breakdown suggests that the Hoodies are failed students, a notion that is 
fostered by the film's title に F for fail に and by nervous threats of some of the 
victims: 'You don't deserve to be in school' cries the library assistant. However, the 
killing throughout the film is presented as indiscriminate, unexplained and lacking 
motive. The narrative focus privileges Robert and is driven, firstly, to justify his 
anxieties and thus vindicate him and, secondly, by his desire to protect his daughter 
and thus potentially heal their fractured relationship. However, the sequence of 
events and the enigmatic atmosphere that permeates the narrative does not 
IWﾏWﾐデ デｴW HﾗﾗSｷWゲげ ヮヴWゲWﾐIW デﾗ ‘ﾗHWヴデが ﾉW;┗ｷﾐｪ デｴW ヮﾗゲゲｷHｷﾉｷデ┞ ﾗヮWﾐ デﾗ ｷﾐデWヴヮヴWデ 
the film in terms of a variatiﾗﾐ ﾗﾐ デｴW けｴﾗﾏW ｷﾐ┗;ゲｷﾗﾐげ aｷﾉﾏが ｷﾐ デｴW ┗Wｷﾐ ﾗa デｴW FヴWﾐIｴ 
film, Ils (David Moreau and Xavier Palud, 2006). It is not just teachers the Hoodies 
attack, but also pupils and support staff. The question of motivation is suspended 
over the narrative and the film refuses to resolve this, along with the form of the 
Hoodies. It is through this invisibility of motivation that allows these Hoodies to 
'just be'. They just are, they just exist, and they just terrorise.  
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Ambivalence, hesitation and dread are not resolveS ┘ｷデｴ デｴW aｷﾉﾏげゲ WﾐSｷﾐｪく TｴW 
HﾗﾗSｷWゲ Iﾗﾐデｷﾐ┌W デﾗ W┝ｷゲデ ┘ｷデｴｷﾐ デｴW ヮ;ヴ;ﾏWデWヴゲ ﾗa TﾗSﾗヴﾗ┗げゲ ｴWゲｷデ;デｷﾗﾐく TｴW ｪﾗデｴｷI 
body of the Hoodies in F annexes the social body. Both Citadel and Heartless to 
ゲﾗﾏW W┝デWﾐデ ヴWゲﾗﾉ┗W デｴW けHﾗﾗSｷW ｷゲゲ┌Wげ デﾗ SｷaaWヴｷﾐｪ SWｪヴWWゲく The overriding 
discourse as illuminated in the social body succeeds in the conflict to control the 
identity and form of the gothic abject in those films. However, all three films end on 
a pessimistic, if not nihilistic, tone. In F, as well as the moral implｷI;デｷﾗﾐゲ ﾗa ‘ﾗHWヴデげゲ 
actions, the film opts not to determine the fate of the Hoodies. It refuses to return 
the Hoodies to the demonising discourses of the social body, thus retaining their 
gothic body. As Robert leaves his estranged wife to her fate in the school now 
overrun with the monstrous Hoodies, the open ending conveys the sense the 
HﾗﾗSｷWゲ ┘ｷﾉﾉ W┝ｷゲデ HW┞ﾗﾐS デｴW aｷﾉﾏげゲ IﾉﾗゲWく TｴW ﾐ;ヴヴ;デｷ┗W aﾗI┌ゲ ゲｴｷaデゲ aヴﾗﾏ デｴW 
Hoodies and returns to Robert. While he escapes from the school in order to save 
his daughデWヴげゲ ﾉｷaWが デｴW ;┌SｷWﾐIW ;ヴW ｷﾐ┗ｷデWS デﾗ ﾉｷﾐｪWヴ ﾗﾐ デｴW ﾏﾗヴ;ﾉ ｷﾏヮﾉｷI;デｷﾗﾐゲ ﾗa 
his decisions.  
4.3.5: The social body 
The body is a highly restricted medium of expression since it is heavily 
mediated by culture and expresses the social pressure brought to bear on it.  
(Entwistle, 2000: 14-15) 
Aゲ ゲデ;デWS ｷﾐ デｴｷゲ Iｴ;ヮデWヴげゲ ｷﾐデヴﾗS┌Iデｷﾗﾐが デｴWヴW ｷゲ ; IﾗﾐaﾉｷIデ ｷﾐ デｴW ｪﾗデｴｷI ;HﾃWIデ 
between the social and the gothic body. This chapter asserts the gothic body is 
constrained by its social sibling, and it is this tension and restraint that Walker 
perceives in his analysis of the monstrous Hoodie as confused and inconsistent 
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(Walker, 2016: 92). Residing in this anxiety, there is a tension between realism and 
the gothic, as the mimesis of the Hoodie battles with the gothic narration. It is 
within this mimesis that this chapter locates the social body of the gothic abject. I 
explore how the hoodie as garment and Hoodie as discourse operate as subjugating 
forces, aiding in determining the gothic face and ethereal configuration of the 
gothic abject. The social body tethers the gothicisation of the Hoodie to the 
contemporary discourses, discourses that, ultimately, the Gothic body/Abject 
I;ﾐﾐﾗデ デヴ;ﾐゲIWﾐSく Dヴ;┘ｷﾐｪ ┌ヮﾗﾐ Jﾗ;ﾐﾐW Eﾐデ┘ｷゲデﾉWげゲ The Fashioned Body (2000) and 
Fﾗ┌I;┌ﾉデげゲ ┘ﾗヴk on discourse and bodies in Discipline and Punish: The Birth of the 
Prison (1977/1991), I will outline how the social body is a body inscribed with the 
discourse of the social abject. Constructed as essentialist, and yet positioned as a 
figure of excess, the social body aids in re-enforcing the Hoodie as gothic abject as 
the boundary between けusげ and the contaminating other, continuing the process of 
alterity. However, the mimesis also constrains the effect of horror in these films. It 
is because the social body is constructed from the Hoodie as a fetishized, publicly 
imagined figure, that the revolting subject, even when cinematically animated, 
remains the ideological conductor of neoliberal governmentality and withers the 
ｪﾗデｴｷI ;HﾃWIデげゲ ;Hｷﾉｷデ┞ デﾗ WaaWIデ ｴﾗヴヴﾗヴく Iデ ｷゲ デｴｷゲ けﾗデｴWヴWSげ ゲデWヴWﾗデ┞ヮW ;ゲ HﾗS┞ ﾗa 
discourse, I propose, that is traced, unimaginatively, into the films discussed in this 
chapter and is further subjugated to a disempowering process, in that Hoodies are 
けｪﾗデｴｷIｷゲWSげ ｷﾐ ; ヮヴﾗIWゲゲ ﾗa ﾏﾗﾐゲデWヴ-making. Thus, the gothic abject exists as a body 
inscribed with discourses. Again, as with the gothic body, I will turn to the 
monstrous Hoodies of F to explore how differing strategies taken in the gothic 
narration influence the delivery of horror in these films. The social body, then, 
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restricts and fastens the gothic body to the contemporary and explicit social and 
cultural process of social abjection, rather than permitting a return to a 
psychoanalytical model. 
Iﾐ ｴｷゲ ヲヰヰヵ ;ヴデｷIﾉWが けVｷﾗﾉWﾐIW ;ﾐS Vｷゲｷﾗﾐぎ デｴW ヮヴﾗゲデｴWデｷIゲ ;ﾐS ;WゲデｴWデｷIゲ ﾗa デWヴヴﾗヴげが 
Allen Feldman discusses the relationship between the photograph that depicts 
violence and surveillance in Belfast during the period of political violence. Feldman 
asserts how mechanisms of power employ visualised violence in subjugating 
processes that serve to instil and sustain fear and anxiety, as a function to govern. 
TｴW ヴWゲ┌ﾉデ ｷゲ けIﾗﾏヮ┌ﾉゲﾗヴ┞ ┗ｷゲｷHｷﾉｷデ┞げ デｴ;デ ヴWﾐSWヴゲ HﾗSｷWゲ ヮﾗﾉｷデｷI;ﾉ ;ﾐS Iﾗﾐaｷｪ┌ヴWS ;ゲ 
ｷSWﾗﾉﾗｪｷI;ﾉ ﾗHﾃWIデゲく FWﾉSﾏ;ﾐげゲ IﾗﾐIWヮデ ﾗa ; ゲIﾗヮｷI ヴWｪｷﾏW ｷゲ ﾗﾐW ﾗa け;ﾐ WﾐゲWﾏHﾉW ﾗa 
practices and discourses that establish the truth claims, typicality and credibility of 
┗ｷゲ┌;ﾉ ﾗHﾃWIデゲ ;ﾐS ヮﾗﾉｷデｷI;ﾉﾉ┞ IﾗヴヴWIデ ﾏﾗSWゲ ﾗa ゲWWｷﾐｪげ ふFWﾉSﾏ;ﾐが ヲヰヰヵぎ ヴヲΓぶく 
FWﾉSﾏ;ﾐげゲ ;ヴｪ┌ﾏWﾐデ ｴ;ゲ ﾏ┌Iｴ ｷﾐ Iﾗﾏﾏﾗﾐ ┘ｷデｴ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐく 
In terms of Hoodie Horror, and specifically the representation of the Hoodie in the 
gothic abject, in visualising the discourse of Hoodie as social abject, the films enter 
into the abject discourses themselves, despite any lack of intention. The mimesis in 
these constructions position the films as part of the scopic regime that functions as 
;ﾐ ;ヴﾏ ﾗa ﾐWﾗﾉｷHWヴ;ﾉ ｷSWﾗﾉﾗｪ┞ ;ﾐS ｪﾗ┗WヴﾐﾏWﾐデ;ﾉｷデ┞ デﾗ ;aaWIデ デｴW けｴ;ヴSWﾐｷﾐｪ ﾗa 
ヮ┌HﾉｷI ﾗヮｷﾐｷﾗﾐ ｷﾐデﾗ IﾗﾐゲWﾐデげ デｴ;デ T┞ﾉWヴ ;ゲゲﾗIｷ;デWゲ ┘ｷデｴ デｴW ヴﾗﾉW ﾗa デｴW ﾐ;デｷﾗﾐ;ﾉ 
abject (Tyler, 2013: 10).  
4.3.6: Abject presence 
Fﾗ┌I;┌ﾉデげゲ HﾗS┞ ｴ;ゲ ﾐﾗ aﾉWゲｴき ｷデ ｷゲ HWｪﾗデデWﾐ ﾗ┌デ ﾗa SｷゲIﾗ┌ヴゲW H┞ ヮﾗ┘Wヴ  
(Turner, 1996: 36) 
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In each of the three films in focus in this chapter it is the social body marked as the 
ゲﾗIｷ;ﾉ ;HﾃWIデ デｴ;デ ;ﾐﾐﾗ┌ﾐIWゲ デｴW HﾗﾗSｷWゲげ ヮヴWゲWﾐIW ｷﾐ デｴW aｷﾉﾏゲく AHWrrant actions 
ranging from low-level deviancy such as loitering, to the more serious crimes of 
murder and assault, introduce and establish the abject form of the Hoodies. Indeed, 
preceding the films, advertising material for both Citadel and F centralises the 
hoodie within the marketing images, a stratagem that acknowledges and exploits 
the currency and audience awareness of the cultural and social figure of the Hoodie 
as abject discourse. In Heartless, the audience are introduced to the demon 
Hoodies initi;ﾉﾉ┞ デｴヴﾗ┌ｪｴ デｴWｷヴ ｪヴ;aaｷデｷが ;ﾐS J;ﾏｷWげゲ ;ヮヮ;ヴWﾐデ I;ヮデ┌ヴWS ｪﾉｷﾏヮゲWゲ ﾗa 
Hoodies at the windows of abandoned buildings. The first visualisation of the 
Hoodies is as Jamie follows them loitering under the railway arches and through 
waste grounds where the Hoodies are drifting, kicking empty bottles and making 
fires. In F, it is the throwing of a milkshake against a window that alerts Robert to 
their presence (as mentioned earlier)く TｴW HﾗﾗSｷWゲ ;ﾉゲﾗ Hヴ┌デ;ﾉﾉ┞ ﾏ┌ヴSWヴ ; ゲIｴﾗﾗﾉげゲ 
security guard by setting him on fire. Citadel dispenses with such flirtation with 
ｪﾗデｴｷI ﾏﾗﾐゲデヴﾗゲｷデ┞が H┞ SWデWヴﾏｷﾐｷﾐｪ デｴW HﾗﾗSｷWゲ ﾏ┌ヴSWヴ Tﾗﾏﾏ┞げゲ ┘ｷaWが Jﾗ;ﾐﾐW, 
within the opening scene. Assaulting and poisoning Joanne, the murderous Hoodies 
inject her with an unknown substance that proves fatal. This sequence is framed in 
a long shot, spatialising the assault at a distance and with further mediation as the 
camera is with Tommy in the lift, looking out into the corridor. Putting aside any 
horror effect in these actions, the deviant behaviour the monstrous Hoodies enact 
embodies a mimesis of the media reports that not only disrupts the delivery of 
horror in the films but furthers the abject discourse of the Hoodie. It is the 
relationship of the visual signifier of the hoodie as garment and the visualisation of 
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deviancy in the films that establishes the gothic abject. Thus, the body of the gothic 
abject is a complex framework constructed out of body, dress and culture.  
Entwistle argues the body is always situated within culture and, when it is 
examined, historical and social constraints should always be taken into account, so 
that the body can be approached as something other than a biological entity 
(Entwistle, 2000). Elaborating on the body as a socially constructed object (12), 
Entwistle assesses the function of dress on the body, concluding codes of dress 
seek to discipline the body and determine its performance, thus delineating the 
body as temporally and culturally specific (16). Foucault argues that in modernity, 
the body is invested with, and subjected to, the regimes of the interdependent 
relationship between power and knowledge. The notions of power and knowledge 
are, for Foucault, entrenched within his concept of a discourse, which in turn 
determines how people function. Bodies invested with power replace rituals 
around the body for Foucault, and function as surveillance mechanisms that 
ﾗヮWヴ;デW aﾗヴ けデｴW ﾏﾗﾐｷデﾗヴｷﾐｪ ﾗa Iﾗﾐデ;ｪｷﾗﾐゲが デｴW W┝Iﾉ┌ゲｷﾗﾐ ﾗa SWﾉｷﾐケ┌Wﾐデゲげ ふFﾗ┌I;┌ﾉデが 
1980: 55). Furthering the relationship between managing bodies and the power 
mechanisms of governmentality, in Discipline and Punish Foucault theorises how 
communities and populations are managed within the political/social sphere 
(1977/1991). In terms of the individual, Foucault assessed that with the passing of 
the very visible spectacle of the gallows as public execution, so the punishment of 
an individual for crimes committed is transformed. Aside from the obvious loss of 
life, punishment, before the ascendance of the penal system as the normative 
route for legal retribution, focused on the explicit art of inflicting pain. The 
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ceremonies of torture, dismemberment, the exposure of mutilated flesh, flogging 
;ﾐS Hヴ;ﾐSｷﾐｪ Iﾗﾐゲデｷデ┌デWS けデｴW ｪﾉﾗﾗﾏ┞ aWゲデｷ┗;ﾉ ﾗa ヮ┌ﾐｷゲｴﾏWﾐデげ デｴ;デ IWﾐデヴ;ﾉｷゲWS デｴW 
body as the target of penal repression and functioned as a theatre of punishments 
for any spectators (Foucault, 1977/1991: 8). With the installation of a penal system 
where punishment is hidden and transformed from spectacle to timetabled, 
Foucault argues that penalties still directly affect the body, but now the infliction of 
bodily pain is not the main constituent for punishment. Rather, the body becomes a 
conduit and instrument for the deprivation of liberty of an individual. Now the body 
ｷゲ ﾏｷヴWS ｷﾐ ; けゲ┞ゲデWﾏ ﾗa Iﾗﾐゲデヴ;ｷﾐデゲ ;ﾐS ヮヴｷ┗;デｷﾗﾐゲが ﾗHﾉｷｪ;デｷﾗﾐゲ ;ﾐS ヮヴﾗｴｷHｷデｷﾗﾐゲげ ;ゲ ｷデ 
ｷゲ ゲ┌Hﾃ┌ｪ;デWS デﾗ け;ﾐ WIﾗﾐﾗﾏ┞ ﾗa ゲ┌ゲヮWﾐSWS ヴｷｪｴデゲげ ふヱヱぶく Iﾐ ﾉWIデ┌ヴWゲ aﾗヴﾏ┌ﾉ;デｷﾐｪ ｴｷゲ 
Society Must Be Defended (2004), Foucault engages with the formation of 
populations through the classification of class and race under hｷゲ デWヴﾏ けゲデ;デW 
ヴ;Iｷゲﾏげが ; ヮヴﾗIWゲゲ W┝WﾏヮﾉｷaｷWS H┞ N;┣ｷゲﾏ ふFﾗ┌I;┌ﾉデが ヲヰヰヴぎ ヲヵΑぶく Fﾗ┌I;┌ﾉデ ;ヴｪ┌Wゲ 
that the political mechanisms and structure of contemporary societies are formed 
┌ヮﾗﾐ デｴW ｷﾐ┗Wﾐデｷﾗﾐ ﾗa ヴ;IW ;ﾐS デｴ;デ けゲデ;デW ヴ;Iｷゲﾏげ ;ゲ ; デWIｴﾐﾗﾉﾗｪ┞ ﾗa ヮﾗ┘Wヴ ｷゲ ; 
process by which the state can exercise sovereignty by distinguishing, dividing and 
managing populations through appealing to disdain and hatred for other races (83-
86).     
Drawing upon work by Frantz Fanon (2004, 2008) and Judith Butler (1993), Tyler 
prﾗヮﾗゲWゲ ; デｴWﾗヴ┞ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐ ┘ｴWヴW け;HﾃWIデｷﾗﾐ ｷゲ ┌ﾐSWヴゲデﾗﾗS ;ゲ ; 
ﾏWIｴ;ﾐｷゲﾏ ﾗa ｪﾗ┗Wヴﾐ;ﾐIW デｴヴﾗ┌ｪｴ ;┗Wヴゲｷﾗﾐげ ふT┞ﾉWヴが ヲヰヱンぎ ンΑぶく T┞ﾉWヴ ｷゲ ;ゲゲWヴデｷﾐｪ 
how social and political structures regulate individuals and communities by inciting 
and cultivating these bodies as not only abject but also presenting these abject 
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states as a regulatory normative state (36), mechanisms of hygienic 
ｪﾗ┗WヴﾐﾏWﾐデ;ﾉｷデ┞く Aゲ F;ﾐﾗﾐ ;ヴｪ┌Wゲが ｴ;デW ｷゲ I┌ﾉデｷ┗;デWS ;ﾐS けｴW ┘ｴﾗ ｴ;デWゲ ｴ;ゲ デﾗ ゲｴﾗ┘ 
his hate in appropriate actions and behavio┌ヴげ ふF;ﾐﾗﾐ, 2008: 37). Viewing these 
abject states as modes of state formation, we can approach the concept of hygienic 
ｪﾗ┗WヴﾐﾏWﾐデ;ﾉｷデ┞ ;ゲ ; ヮヴﾗIWゲゲ ┘ｴｷIｴ ;ゲゲWヴデゲ けデｴ;デ ;ﾐ ;HﾃWIデ ヮﾗヮ┌ﾉ;デｷﾗﾐ デｴヴW;デWﾐゲ デｴW 
common good and must be rigorously governed and monitored by all sectors of 
society (Berlant, 1997: 175). In other words, hygienic governmentality is the process 
ﾗa ｪﾗ┗Wヴﾐｷﾐｪ H┞ ゲﾗIｷ;ﾉ ゲデｷｪﾏ;デｷ┣;デｷﾗﾐが ｷﾐ デｴ;デ ｷﾏ;ｪWゲ ;ﾐS ﾐ;ヴヴ;デｷ┗Wゲ ﾗa ; けデｴヴW;デWﾐWS 
さｪﾗﾗS ﾉｷaWざげ ふヱΑヵぶ ;ヴW ヴWヮW;デWSﾉ┞ ┘ｷWﾉSWS ｷﾐ ; ヮ┌HﾉｷI ヴｴWデﾗヴic owned by those 
privileged with power, and thus holding up these national abject states as 
ｷSWﾗﾉﾗｪｷI;ﾉ aｷｪ┌ヴWゲ SWゲｷｪﾐWS デﾗ IﾗﾐゲﾗﾉｷS;デW けﾐ;デｷﾗﾐ ｷSW;ﾉゲ ﾗa ゲWﾉaｴﾗﾗSげ ふB;Sｷﾗ┌が ヲヰ10: 
Βヱぶく Aゲ ┘ｷデｴ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐが ｴ┞ｪｷWﾐｷI ｪﾗ┗WヴﾐﾏWﾐデ;ﾉｷデ┞ is a 
partnership between state and public where pubic consent is operationalised 
resulting in forms of discriminatory violence towards the abject states. 
It is these discourses that the exploitation of the hoodie and the Hoodie trace over 
into the films through the act of mimesis engendering the monstrous Hoodie a 
Foucauldian body subjugated to strategies of aversion and hygienic 
governmentality. The discourses that publicly imagine the figure of the Hoodie as 
national abject function as a mechanism of symbolic surveillance that inscribes and 
regulates the figurative body of the Hoodie as violent, disgusting and an 
┌ﾐSWゲWヴ┗ｷﾐｪ a;ｷﾉWS Iｷデｷ┣Wﾐ デｴ;デ ヴWケ┌ｷヴWゲ けﾏ;ﾐ;ｪｷﾐｪげ H┞ デｴW ゲデ;デWく Hﾗ┘W┗Wヴが デｴW 
emphasis on mimesis in the bloody deeds of the gothic abject results in a cinematic 
animation of the Hoodie as monster lacking the shocking, the grisly and the 
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spectacle of the terrifying actions required to gain any parity with such seminal 
monsters as Leatherface, or the Cenobites of Hellraiser (Clive Barker, 1987). The 
drive to capitalise on the currency of the Hoodie results in a tempered monster, 
albeit murderous, but one that is anti-social rather than monstrous or evil. When in 
Heartless the Hoodies attack Jamie and his mother, murdering her by setting her 
alight, the murderous attack is framed in a sequence of medium shots and then off 
screen (Fig 138), ensuring the spectator is denied the full visualisation of the 
assault, but not denied the auralscape of dying by fire. In Citadelが M;ヴｷWげゲ ┗ｷIｷﾗ┌ゲ 
attack by the feral Hoodies in the underpass is framed in long shot. The camera, 
placed alongside Tommy, follows Marie as she walks through the underpass 
determined to prove to Tommy that adolescents are not the demonised entities he 
believes them to be. As she draws level with the Hoodies, they brutally bludgeon 
Marie, bringing her down as if an animal. Although the Hoodies are murderous and 
undeniably savage, the employment of spatial distancing in the visualisation of their 
assaults results in thwarted spectacles that fail to heighten any monstrosity or to 
WﾉｷIｷデ デWヴヴﾗヴく Wｷデｴ デｴW HﾗﾗSｷWげゲ ;デデ;Iﾆゲ ｴ;ヮヮWﾐｷﾐｪ ﾗaa ゲIヴWWﾐ ;ﾐS ｷﾐ デｴW Sｷゲデ;ﾐIWが デｴW 
effect of the violence is anesthetised and functions as a form of cinematic 
reportage, in that it captures the act rather than engaging and exploiting the act for 
an effect of horror. The acts themselves are visions of violence that are already 
WﾏHWSSWS ｷﾐ デｴW ﾏWSｷ; SｷゲIﾗ┌ヴゲWゲ ヴWゲ┌ﾉデｷﾐｪ ｷﾐ HﾗﾗSｷWゲ HWｷﾐｪ デｴW けﾗデｴWヴWSげ 
embodiment of unprovoked disorder and violence. In tracing over this disorderly 
behaviour and not creating or re-imagining the cinematic Hoodie as a figure distinct 
from the Hoodie of the discourses, this cinematic twin is an impotent figure. If the 
Hoodies of the extra-diegetic discourses stood in front a mirror, the Hoodie as 
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cinematically animated would be reflected back. Paradoxically, the Hoodie is too 
well known (outside of the cinematic world) and framed at too great a distance in 
Heartless and Citadel, for these films to fully maximise and animate the 
ﾏﾗﾐゲデヴﾗゲｷデ┞く Tﾗ Sヴ;┘ ┌ヮﾗﾐ T┌ヴﾐWヴげゲ W┗;ﾉ┌;デｷﾗﾐ ﾗa Fﾗ┌I;┌ﾉデげゲ ┘ﾗヴﾆ ﾗﾐ SｷゲIﾗ┌ヴゲWが デｴW 
gothic abject has no flesh, its animation is devoid of imagination or spirit, but rather 
remains a body inscribed with discourse.  
The social body of the Hoodie in F is, as with those in Citadel and Heartless, situated 
within the discourse of social abjection. However, in this film it is utilised 
sufficiently differently in terms of narrative and aesthetics to warrant further 
analysis here, as occurred with the gothic body. The violent acts of the monstrous 
Hoodies in F are comparable to those of the other two films in that the violence 
comprises vicious attacks of assault and murder, and follows the act of mimesis that 
is pervasive in the cycle. As with thW ｪﾗデｴｷI HﾗS┞が ｷデ ｷゲ デｴW aｷﾉﾏげゲ デヴW;デﾏWﾐデ ﾗa デｴｷゲ 
behaviour that establishes a far more impactful and prolonged effect of terror and 
suspense. The initial sequence of scenes, covered previously here, in which the 
security guard is murdered and the milkshake thrown at the window, denies the 
visibility of the assailants to the audience. This decoupling of a corporeal form from 
the violence creates a suspense not only over identity, but over the actions 
themselves. A milkshake has never been so menacing as here, when thrown from 
out of an abyss. Where in Citadel and Heartless the Hoodies are framed performing 
violence, initially in F, the acts are constructed as the spectacle of violence. In Eden 
Lakeが デｴW ゲIWﾐW ｷﾐ ┘ｴｷIｴ “デW┗W ｷﾐ┗Wゲデｷｪ;デWゲ BヴWデデげゲ ｴﾗﾏW ｷゲ Iﾗﾐゲデructed in the vein 
ﾗa けｷﾐ┗Wゲデｷｪ;デｷﾐｪ デｴW デWヴヴｷHﾉW ヮﾉ;IWげ ;ゲ Iﾗﾏﾏﾗﾐ ｷﾐ ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴ aｷﾉﾏゲが H┌デ ┘ｴWヴW 
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remnants of slothful and violence familial behaviour are the horror, in place of the 
traditional instruments of torture and pickled heads in jars. F displays similar 
strategies in that it makes horror of the mimicked violence by employing tactics of 
the gothic.  
Further filmic strategies of F, such as location, action in enclosed spaces and 
minimal lighting to create darkened spaces, constructs a locale that, unlike 
Heartless and Citadel, provides a more direct engagement with the Hoodies, 
drawing the acts to the forefront of the frame and fusing terror with intimacy, 
resulting in amplifying the threat they impose. Rapid and incisive editing constructs 
a velocity in the acts of violence. The attack on the head teacher, Sarah Balham, is 
visually crafted in such terms. Realising Robert was right over the school being 
invaded, Sarah locks herself in her office and endeavours to reason with the 
Hoodies. The camera constructs tension through editing as it focuses on the 
Hoodies, using a fire extinguisher to smash through the windows and unlock the 
door, and then surround Sarah. The quietness of this movement accentuates the 
brutality of the act as one Hoodie then runs at the head with the fire extinguisher, 
which is raised in the air in preparation for bludgeoning. The swift editing cuts the 
ゲIWﾐW ﾃ┌ゲデ ;ゲ デｴW W┝デｷﾐｪ┌ｷゲｴWヴ ｷゲ HWｷﾐｪ Hヴﾗ┌ｪｴデ Sﾗ┘ﾐ ┌ヮﾗﾐ “;ヴ;ｴげゲ ｴW;Sく TｴW 
forefronting of the violence by the framing and editing intensifies the acts and 
SWﾏﾗﾐゲデヴ;デWゲ ｴﾗ┘ デｴW aｷﾉﾏ ┌ﾐSWヴゲデ;ﾐSゲ ｴﾗ┘ デﾗ けﾏ;ﾆW ｴﾗヴヴﾗヴげ ﾗ┌デ ﾗa SｷゲIﾗ┌ヴゲWく TｴW 
filmic strategies ensure the acts as horror are foregrounded rather than the 
discourse. While the film resolves this issue where the other films cannot, the 
resolution creates a further complication with the gothic narration of the Hoodie. 
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As I explored earlier, the erasure of the face of the Hoodies in F allows the figure to 
retain its phantasmal configuration as it remains an ambiguous form; it continues 
to reside in the moment of hesitation, where the Hoodies of Citadel and Heartless 
do not. Such defacement voids human form, including rationale and reasoning, thus 
animating these figures as motiveless. However, the filmic treatment of the 
HﾗﾗSｷWゲげ acts of violence furnishes the bloody deeds with an energy that disrupts 
this reading, and is suggestive of a purpose and motive in the form of reprisals and 
ヴW┗WﾐｪW ﾗa デｴW HﾗﾗSｷWゲく “┌Iｴ ;ﾐ ;ﾐ;ﾉ┞ゲｷゲ aｷﾐSゲ ヴWゲﾗﾐ;ﾐIW ┘ｷデｴ デｴW aｷﾉﾏげゲ ﾐ;ヴヴ;デｷ┗W 
of disgruntled students unhappy by being failed on their work and attacking 
teachers. However, this is problematized by the indiscriminate nature of the attacks 
and murders. Students, teachers and support staff alike are victims. As the film 
never seeks to resolve this line of enquiry, the ambiguity of identity and motive 
remains mysterious, emphasising the gothic body and nature of the monstrous 
Hoodies of F. As pointed out earlier, such strategies contrast to those of the other 
two films, as both return the Hoodies to their social body and to discourse. In 
Citadel, the priest recounts the story of a local pregnant drug-taker, who gave birth 
to twins in one of the tower blocks. Abandoned by the father (revealed later as the 
priest), the mother dies and the twins grow up feral and spawn the grotesque 
Hoodies that menace the estate. The denouement in Heartless ｷゲ J;ﾏｷWげゲ ヴW;ﾉｷゲ;デｷﾗﾐ 
of his own crisis of objectivity that animated Hoodies as demons. In the final scene, 
Jamie witnesses the Hoodies remove their demon masks, returning to their human 
form. However, whether human or demon, the Hoodies in Heartless are still crafted 
within the extra-filmic discourse of the Hoodie, and attack Jamie by setting him 
alight as they did his mother. In essence, the Hoodies of Citadel are returned to the 
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discourse of an intergenerational culture of immorality that pervades the 
conceptualisations of the underclass (Tyler, 2013: 161), and the Hoodies in 











































































































5.1: The waning of a cycle 
Tｴｷゲ デｴWゲｷゲ ;ゲゲWヴデゲ ｴﾗ┘ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ I┞IﾉW IﾉﾗゲWゲ ┘ｷデｴ NﾗWﾉ Cﾉ;ヴﾆWげゲ ヲヰヱヶ aｷﾉﾏが 
Brotherhoodく Cﾉ;ヴﾆWげゲ Hood trilogy offers a guiding arc to the cycle, while comparing 
the aesthetics and content of Brotherhood with Kidulthood illuminates the 
trajectory of the extra-filmic classed concerns that provide the content, motifs, 
concerns and iconography of the cycle as a whole. As this thesis asserts, the cycle is 
a temporally specific collection of films that exploit the discourse and imagery of 
the Hoodie, and its associative rhetoric that encompasses the underclass and 
council estates. It does not serve as commentary on the condition of the 
underclass, but rather on the perceived condition of the underclass. The cycle 
animates the politically inflected neoliberal discourse of the underclass as abject. 
The cycle had already demonstrated signs of slowing with a three-year hiatus 
between the release of Brotherhood and the 2013 film, The Selfish Giant. Indeed, in 
terms of the number of releases, 2012 is arguably the year the cycle is at its peak 
with four films に Citadel, Community, Ill Manors and Piggy に released during the 
twelve months. Considering the relationship between the cycle and the abject 
discourse of the Hoodie as asserted by this thesis, it would be reasonable to 
IﾗﾐゲｷSWヴ ; IﾗヴヴWﾉ;デｷﾗﾐ HWデ┘WWﾐ ; けゲヮｷﾆWげ ｷﾐ ヴWﾉW;ゲWゲ ;ﾐS デｴW ヴｷﾗデゲ ｷﾐ Eﾐｪﾉ;ﾐS デｴW 
previous year, in the summer of 2011. Indeed, in his chapter on Hoodie Horrors, 
Walker constructs the history of the Hoodie as one that weaves its way from David 
C;ﾏWヴﾗﾐげゲ ゲヮWWIｴ ﾗﾐ けBヴﾗﾆWﾐ Bヴｷデ;ｷﾐげ ;ﾐS I┌ﾉﾏｷﾐ;デｷﾐｪ ｷﾐ デｴW ヴｷﾗデゲ ﾗa ヲヰヱヱ ふW;ﾉﾆWヴが 
2016). A premise of this thesis was to establish a relationship between the films of 
the Hoodie Horror cycle and the media and political discourse of the Hoodie. A 
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significant element of this premise is to demonstrate not only the scale, but also 
the meaningful cultural presence of the Hoodie as national abject before the 
London and Manchester riots of 2011: a discourse that incorporates, rather than 
HWｷﾐｪ ゲ┌ゲデ;ｷﾐWS H┞が C;ﾏWヴﾗﾐげゲ ゲﾗ┌ﾐSHｷデWゲ ﾗﾐ けBヴﾗﾆWﾐ Bヴｷデ;ｷﾐげく ‘WaﾉWIデｷﾐｪ ﾗﾐ デｴｷゲ 
context, it would be a too simplistic argument to fabricate a correlation between 
デｴW I┞IﾉWげゲ ヮW;ﾆ ｷﾐ ヲヰヱヲ ;ﾐS デｴW Eﾐｪﾉ;ﾐS ヴｷﾗデゲ ﾗa ヲヰヱヱく ‘;デｴWヴが I ┘ﾗ┌ﾉS ﾉｷﾆW デﾗ 
concentrate on the waning of the cycle by focusing on two areas: analysis of 
Brotherhood and its reviews, and the decline of Hoodie as national abject. The 
ヮヴWﾏｷゲW ｴWヴW ｷゲ ｴﾗ┘ デｴW HﾗﾗSｷWげゲ I┌ﾉデ┌ヴ;ﾉ I┌ヴヴWﾐI┞ ;ゲ SWﾏﾗﾐｷゲWS aｷｪ┌ヴW ｴ;S ﾉﾗゲデ ｷデゲ 
resonance as other political topics were bubbling and would soon usurp the Hoodie 
as one particular national abject. The perceived failings of Brotherhood provide an 
appropriate reasoning for the demise of the Hoodie Horror cycle, whilst offering a 
platform to explore the cultural waning of the Hoodie and its associative discourses.  
Post-ヴｷﾗデゲが デｴW HﾗﾗSｷWげゲ a┌ﾐIデｷﾗﾐ ;ゲ ; ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデ HWｪ;ﾐ デﾗ Sｷﾏｷﾐｷゲｴく T┞ﾉWヴげゲ 
;ﾐ;ﾉ┞ゲｷゲ ﾗa デｴW ヴｷﾗデゲ ﾗa ヲヰヱヱ ヮヴﾗ┗ｷSWゲ ; ﾆW┞ WﾉWﾏWﾐデ ;ゲ デﾗ ┘ｴ┞く T┞ﾉWヴげゲ W┝;ﾏｷﾐ;デｷﾗﾐ 
of the media and political accounts of the events and the subsequent harsh penal 
ヴWゲヮﾗﾐゲW デﾗ デｴﾗゲW ｷﾐ┗ﾗﾉ┗WS ゲWヴ┗WS デﾗ a┌ヴデｴWヴ けWﾐデヴWﾐIｴぷ へ ;ﾐS ﾉWｪｷデｷﾏｷゲWぷ へ デｴW 
perceptual framework of the underclass and further stigmatise[ ] the impoverished 
Iﾗﾏﾏ┌ﾐｷデｷWゲ aヴﾗﾏ ┘ｴｷIｴ デｴW ぐ ヴｷﾗデWヴゲ I;ﾏWげ ふT┞ﾉWヴが ヲヰヱンぎ ヲヰヴぶく TｴW ヴｷﾗデWヴゲが 
through the orchestration of a characterisation of the uprisings as violent and 
criminal, confirmed the very consensus that deemed the underclass as feral, 
dysfunctional and a product of chaotic family life. In essence, the rioters enacted 
デｴW ┗Wヴ┞ ;HﾃWIデ aﾗヴﾏゲ デｴW┞ ｴ;S HWWﾐ ｷﾐaﾗヴﾏWS デｴW┞ ┘WヴWく D;┗ｷS C;ﾏWヴﾗﾐげゲ ｷﾐｷデｷ;ﾉ 
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response to the riots was to reinforce this discourse by claiming the events 
SWﾏﾗﾐゲデヴ;デW けデｴW ゲﾉﾗ┘-motion moral collapse that has taken place in parts of our 
Iﾗ┌ﾐデヴ┞ デｴWゲW ヮ;ゲデ aW┘ ｪWﾐWヴ;デｷﾗﾐゲげ ふC;ﾏWヴﾗﾐ IｷデWS ｷﾐ “デヴ;デデﾗﾐが ヲヰヱヱぶく TｴW ﾏWSｷ; 
spectacle of the events sought to manufacture public anxiety, a fear harnessed by 
the incumbent government to implement extreme punitive measures. However, 
once the riots had passed, and the ensuing judicial process was completed, the use 
of the Hoodie as ideological conductor began to wane.   
The riots did nﾗデ ｷﾏﾏWSｷ;デWﾉ┞ ;aaWIデ ;ﾐ け;ﾉデWヴﾐ;デｷ┗W ;WゲデｴWデｷIげ ふT┞ﾉWヴが ヲヰヱンぎ ヲヰヴぶ aﾗヴ 
stigmatized communities. Media reports of Hoodie and crime continued, however 
the political rhetoric of Hoodie as abject figure began to shift and recede as other 
political topics provided alternative figures to demonise. In April 2012, in a speech 
to the Policy Exchange think tank, the then Employment minister Chris Grayling 
┌ヴｪWS Iﾗﾏヮ;ﾐｷWゲ ┗Wヴ┞ W┝ヮﾉｷIｷデﾉ┞ デﾗ ｴｷヴW ゲIｴﾗﾗﾉ ﾉW;┗Wヴゲが けデｴW ゲ┌ヴﾉ┞ ┞ﾗ┌ﾐｪ ﾏ;ﾐ ｷﾐ ; 
ｴﾗﾗSｷWげ ふH;ﾉﾉ ;ﾐS Kｷヴﾆ┌ヮが ヲヰヱヲ), rather than employing Eastern Europeans, despite 
デｴWｷヴ W┝ヮWヴｷWﾐIW ;ﾐS ゲﾆｷﾉﾉゲく Gヴ;┞ﾉｷﾐｪげゲ ゲヮWWIｴ ┘;ゲ デﾗ ゲWヴ┗W デﾗ WﾐIﾗ┌ヴ;ｪW Wﾏヮﾉﾗ┞Wヴゲ 
to hire locally, rather than electing the easier option of hiring those from outside of 
Bヴｷデ;ｷﾐげゲ ﾐ;デｷﾗﾐ;ﾉ HﾗヴSWヴゲ ふH;ﾉﾉ and Kirkham, 2012). Reflecting on this with historical 
hindsight of media and political panic over immigration in 2015 に and the 
referendum of 2016 with the ensuing political and media debate on Brexit に the 
HﾗﾗSｷWげゲ ヴWS┌IWS a┌ﾐIデｷﾗﾐ ;ゲ ﾐ;デｷﾗﾐ;ﾉ ;HﾃWIデ I;ﾐ be contextualised. The 
centralisation of the Hoodie and the underclass as a political arm of neoliberal 
governmentality dwindled as fresh concerns for the government surfaced that 
デｴヴW;デWﾐWS デｴW ﾐ;デｷﾗﾐげゲ HﾗヴSWヴゲが ヴWケ┌ｷヴｷﾐｪ ゲデ;デW ┗ｷｪｷﾉ;ﾐIW ;ﾐS ｷﾐデWヴ┗Wﾐデｷﾗﾐ 
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elsewhere. Furthermore, as outlined in the introduction, the hoodie as fashion 
attire had shifted from clothing for criminality and the disenfranchised, to fashion 
garment for the fashion conscious (Anon, 2017). Approximately ten years after the 
Hoodie had been animated by the Bluewater ban, both hoodie and Hoodie had 
been exhausted of its cultural otherness.  
As outlined in the introduction to this thesis, Tyler asserts in Revolting Subjects 
(2013) how her paradigm of social abjection is and should be transferable; the 
communities/figures which are deemed national abjects are fluid and contingent on 
the political focus of the time. One such example is the immigrant as national abject 
;ゲ ヴWヮﾗヴデゲ ﾗa ﾏｷｪヴ;ﾐデゲ けaﾉﾗﾗSｷﾐｪ E┌ヴﾗヮWげ HWｪ;ﾐ デﾗ IｷヴI┌ﾉ;デW ｷﾐ ヲヰヱヵく TｴW けIヴｷゲｷゲげ ｷﾐ 
immigration in 2015, as constructed by media and political rhetoric and imagery, 
ﾉWS デﾗ D;┗ｷS C;ﾏWヴﾗﾐげゲ Wﾏヮﾉﾗ┞ﾏWﾐデ ﾗa SWヴﾗｪ;デﾗヴ┞ ﾉ;ﾐｪ┌;ｪW ｷﾐ ゲデ;デｷﾐｪ デｴW ﾐWIWゲゲｷデ┞ 
ﾗa ﾏ;ｷﾐデ;ｷﾐｷﾐｪ ゲWI┌ヴｷデ┞ ;デ E┌ヴﾗヮWげゲ HﾗヴSWヴゲ ┘ｴWﾐが け┞ﾗ┌ ｴ;┗W ｪﾗデ ; ゲ┘;ヴﾏ ﾗa ヮWﾗヮﾉW 
Iﾗﾏｷﾐｪ ;Iヴﾗゲゲ デｴW MWSｷデWヴヴ;ﾐW;ﾐが ゲWWﾆｷﾐｪ ; HWデデWヴ ﾉｷaWが ┘;ﾐデｷﾐｪ デﾗ IﾗﾏW デﾗ Bヴｷデ;ｷﾐげ 
(Cameron cited in Elgot and Taylor, 2015). As Tyler highlights in her work, national 
abjects are created partly through the use of dehumanising language and 
incitement of fear within the rhetoric. The EU referendum of 2016 and the 
continued discussion of Brexit maintained the discourse of migrants as national 
;HﾃWIデく OﾐW ﾏﾗゲデ ﾐﾗデ;HﾉW ｷﾏ;ｪW ┘;ゲ NｷｪWﾉ F;ヴ;ｪWげゲ ┌ﾐ┗Wｷﾉｷﾐｪ ﾗa デｴW ;ﾐデｷ-migrant 
poster in 2016, depicting queues of non-┘ｴｷデW ヴWa┌ｪWWゲ ┘ｷデｴ デｴW ゲﾉﾗｪ;ﾐが けBヴW;ﾆｷﾐｪ 
ヮﾗｷﾐデぎ デｴW EU ｴ;ゲ a;ｷﾉWS ┌ゲ ;ﾉﾉげく “┌HゲWケ┌Wﾐデ ヴWヮﾗヴデゲ ﾗﾐ デｴW ヮヴﾗｪヴWゲゲ ﾗa BヴW┝ｷデ 
fetishized and vilified anyone who voted remain and were deemed opposed to 
Brexit, by claiming such individuals to be unpatriotic and risking the stability of the 
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nation. The front page of The Daily Mail, April 19, 2017 demonised remainers by 
ﾉW;Sｷﾐｪ ┘ｷデｴ けCヴ┌ゲｴ デｴW “;HﾗデW┌ヴゲげが ;ゲ ; ┘;ヴﾐｷﾐｪ H┞ TｴWヴWゲ; M;┞ デﾗ デｴﾗゲW ┘ｴﾗ ゲWWﾆ 
to halt Brexit. In the second decade of the millennium, the cultural currency of 
Hoodie as demonised figure contracted as fears over immigration and the process 
of Britain decoupling from the European Union engulfed both political and cultural 
spheres of the United Kingdom.  
TｴW ヮWヴｷﾗS デｴ;デ ┘ｷデﾐWゲゲWS デｴW HﾗﾗSｷWげゲ ゲデ;tus as national abject recede also 
comprised the waning of the Hoodie Horror cycle. As noted earlier, there was a 
three-year lull between The Selfish Giant and Brotherhoodく NﾗWﾉ Cﾉ;ヴﾆWげゲ aｷﾐ;ﾉ Hood 
film performed positively financially at the British box-office but received a 
lukewarm reception by film critics. The film grossed £1.98m in its seven-day 
opening period, with a release in a mere 220 cinemas (Gant, 2016). The film 
achieved an opening weekend site average of £4,581, which was the highest of any 
film on release in the same period (Gant, 2016) and seemingly connecting with an 
audience. Despite not reaching the opening weekend surprise success of 
Adulthood, Brotherhood achieved a financial ambition few predicted would 
materialise, considering the ind┌ゲデヴｷ;ﾉ ;ﾐS I┌ﾉデ┌ヴ;ﾉ IﾗﾐデW┝デ ﾗa デｴW aｷﾉﾏげゲ ヮ;ゲゲ;ｪW 
from inception to screen. Such factors include, the dissolution of the UK arm of 
Revolver Entertainment in 2013 (the company that distributed other urban dramas 
such as Ill Manors, Sket, and Anuvahood), thW デｷヴWSﾐWゲゲ ﾗa けHﾗﾗSげ ﾐ;ヴヴ;デｷ┗Wゲが ;ﾐS 
the challenges Noel Clarke faced in raising finance for the film.  
TｴW aｷﾉﾏ ｷデゲWﾉa IﾉﾗゲWゲ Hﾗデｴ Cﾉ;ヴﾆWげゲ Hood trilogy and the cycle. Sam Peel is now a 
father of two and living with his family in a comfortable and respectable terraced 
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ｴﾗ┌ゲW ｷﾐ “ｴWヮｴWヴSげゲ B┌ゲｴく Hｷゲ ヮ;ヴデﾐWヴが K;┞ﾉ;が ｷゲ ; ゲﾗﾉｷIｷデﾗヴ ;ﾐS ｴW ┘ﾗヴﾆゲ デｴヴWW 
uninspiring jobs so that he can support his family (more of a masculine necessity, 
rather than a financial need), only returning to gang life when his brother is 
attacked whilst on stage in the opening sequence of the film. Characters from the 
previous two Hood aｷﾉﾏゲ ヴW;ヮヮW;ヴが ｷﾐIﾉ┌Sｷﾐｪ “;ﾏげゲ Iヴｷﾏｷﾐ;ﾉ ﾐWﾏWゲｷゲが C┌ヴデｷゲ ふTヴｷaWげゲ 
uncle in Kidulthood), Desmond and Henry. Following a rather predictable gangster 
narrative of Sam unable to be free of his past, the film was criticised for embracing 
ｪWﾐWヴｷI Iﾗﾐデヴｷ┗;ﾐIWゲが ┘ｴｷﾉゲデ ;H;ﾐSﾗﾐｷﾐｪ デｴW デヴｷﾉﾗｪ┞げゲ ｷﾐｷデｷ;ﾉ ヴW;ﾉｷゲデが HﾗﾉS ;ﾐS Hヴ┌デ;ﾉ 
precedents. As film critic Nigel Andrews concludes of Brotherhoodが けIﾉ;ゲゲ ┘;ヴ ;ﾐS ぐ 
authentｷIｷデ┞ ｪﾗ デｴ;デ;┘;┞げ ふAﾐSヴW┘ゲが ヲヰヱヶぶく Iデ ｷゲ デｴW ゲｴｷaデ デﾗ┘;ヴSゲ デｴW ｪ;ﾐｪゲデWヴ 
genre that mutes the anti-aspirational and bombastic energy and tone of the 
previous two films, a shift that invited the more unfavourable criticisms. At best, 
Brotherhood is viewed as uneven with some notable moments of gallows humour 
ふISWが ヲヰヱヶぶ ;ﾐS Cﾉ;ヴﾆWげゲ ゲWﾉa-effacing performance (Bray, 2016). At its worst the film 
ｷゲ け; ゲｷﾉﾉ┞ ｪ;ﾐｪゲデWヴ-ヮﾗヴﾐ ┗Wヴゲｷﾗﾐ ﾗa ﾆｷSゲげ TVげ ふBヴ;Sゲｴ;┘が ヲヰヱヶぶく CヴｷデｷIｷゲWS aﾗヴ ｷデゲ 
clichéd rendering of B-movie standard gangster types (Andrews, 2016; Ide, 2016; 
“ﾏｷデｴが ヲヰヱヶぶが デｴW ﾏﾗゲデ ゲI;デｴｷﾐｪ ;ﾐ;ﾉ┞ゲｷゲ ┘;ゲ ゲ;┗WS aﾗヴ Cﾉ;ヴﾆW ｴｷﾏゲWﾉa ;ﾐS デｴW aｷﾉﾏげゲ 
imbalanced and misogynist gender politics. Variety film critic, Catherine Bray, was 
the most withering, rightly reproaching デｴW aｷﾉﾏげゲ ヴWﾐSWヴｷﾐｪ ﾗa ┘ﾗﾏWﾐ ;ゲ ┘;┗Wヴｷﾐｪ 
HWデ┘WWﾐ デｴW ヮヴﾗｪヴWゲゲｷ┗W ┘ｷデｴ “;ﾏげゲ ヮ;ヴデﾐWヴ ;ゲ aｷﾐ;ﾐIｷ;ﾉﾉ┞ ｷﾐSWヮWﾐSWﾐデ ;ﾐS ; 
prostitute enabled to exact payback on an abusive client, or misogynist and toxic 
┘ｷデｴ aWﾏ;ﾉW ヮヴﾗゲデｷデ┌デWゲ け;ヴヴ;ﾐｪWS ┘ｷデｴｷﾐ SWﾉｷHWヴ;デWﾉ┞ Iomposed frames as just so 
much eye-catching furniture or sad-W┞WS ﾉｷ┗WゲデﾗIﾆげ ふBヴ;┞が ヲヰヱヶぶく The Telegraphげゲ 
critic, Patrick Smith, reserved scorn for Clarke himself, proclaiming the film to be 
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aﾗヴﾏ┌ﾉ;ｷI ;ﾐS Hヴｷﾏﾏｷﾐｪ ┘ｷデｴ ヴｷゲｷHﾉW ヮWヴaﾗヴﾏ;ﾐIWゲ ヴ;ﾐｪｷﾐｪ aヴﾗﾏ けデhe pantomime to 
the flat-ヮ;IﾆWS H;ゲｷIげが ;ﾐS デｴWゲW a;Iデﾗヴゲ ヴWヮヴWゲWﾐデ Cﾉ;ヴﾆWげゲ a;ﾉデWヴｷﾐｪ I;ヴWWヴ ;ゲ けデヴｷデW 
and tired-ﾗ┌デげ ふ“ﾏｷデｴが ヲヰヱヶぶく TｴWヴW ｷゲ W┗Wﾐ W┗ｷSWﾐIW ｷﾐ デｴW aｷﾉﾏ デｴ;デ ｷゲ ゲ┌ｪｪWゲデｷ┗W ﾗa 
Cﾉ;ヴﾆWげゲ ;┘;ヴWﾐWゲゲ ﾗa デｴW ヮ;ゲゲｷﾐｪ ﾗa デｴW デｷﾏW ;ﾐS デｴW ヴWIWSｷﾐｪ ヴWlevance of what 
had served as the initial vision for the urban drama. When Sam (played by Clarke) 
Iﾗﾐaヴﾗﾐデゲ ｪ;ﾐｪ ﾏWﾏHWヴゲ ;ゲ ｴW ｷゲ ﾉW;┗ｷﾐｪ D;ﾉW┞げゲ ヴWゲｷSWﾐIWが “;ﾏ ;ゲﾆゲ けｪWデ ﾗ┌デ ﾗa ﾏ┞ 
┘;┞ Hﾉ┌Sげが ┌ヴH;ﾐ ゲヮW;ﾆ デｴ;デ ┘;ゲ デｴW ;IIWヮデWS ﾉ;ﾐｪ┌;ｪW ｷﾐ デｴW ヮヴW┗ｷﾗ┌ゲ デ┘ﾗ ailms. In 
Brotherhoodが デｴW ｪ;ﾐｪ ゲﾐｷｪｪWヴ ;ﾐS ﾉ;┌ｪｴ ;デ “;ﾏ ;ゲ けﾐﾗHﾗS┞ デ;ﾉﾆゲ ﾉｷﾆW デｴ;デ 
;ﾐ┞ﾏﾗヴWげく  
Iﾐ ; ゲデ;デWﾏWﾐデ SWaWﾐSｷﾐｪ デｴW aｷﾉﾏげゲ ﾆﾐﾗデデ┞ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲが ゲﾗIｷ;ﾉ ゲデWヴWﾗデ┞ヮWゲが 
generic affiliations and glamourising of violence, Clarke describes during a talk at a 
film festival in Toronto the challenges he faced obtaining funding for the film, finally 
attributing the direction of Brotherhood on the influence of these financing sources 
ふPﾗ┘Wﾉﾉが ヲヰヱヶぶく Cﾉ;ヴﾆW W┝ヮ;ﾐSゲ H┞ ゲデ;デｷﾐｪが けｷa ぷｷﾐ┗Wゲデﾗヴゲへ Sﾗﾐげデ aWWﾉ デｴW ;┌Sience is 
going to watch the movie and they are not going to make enough money, they are 
ﾐﾗデ ｪﾗｷﾐｪ デﾗ ﾏ;ﾆW デｴW ヮヴﾗﾃWIデげ ふPﾗ┘Wﾉﾉが ヲヰヱヶぶく Cﾉ;ヴﾆW ｪﾗWゲ ﾗﾐ デﾗ ﾐﾗデW ｴﾗ┘ ヮヴW┗ｷﾗ┌ゲ 
projects he had written that offered diversification in genre and representation 
away from the style, themes and narratives of Kidulthood and Adulthood had either 
been refused financial support or, if the films had reached a release, were ignored 
by audiences (Powell, 2016). The finer points Clarke is opaquely insinuating 
regarding his own industry experience is a correlation between investment in 
British film production and the continual reprise of familiar forms and 
ヴWヮヴWゲWﾐデ;デｷﾗﾐゲく Cﾉ;ヴﾆWげゲ IﾗﾏﾏWﾐデ;ヴ┞ I;ﾐﾐﾗデ HW IヴWSｷデWS ┘ｷデｴ ヮヴﾗ┗ｷSｷﾐｪ ;ﾐ ﾗヴｷｪｷﾐ;ﾉ 
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insight into the British (or any other) film industry, and his comments could be 
interpreted as a director deflecting culpability for a critically-ravaged film. However, 
Cﾉ;ヴﾆWげゲ ヴ┌SｷﾏWﾐデ;ヴ┞ ;ﾐ;ﾉ┞ゲｷゲ ヴ;ｷゲWゲ ヮWヴデｷﾐWﾐデ ｷゲゲ┌Wゲ デｴ;デ ヴWゲﾗﾐ;デW ┘ｷデｴ デｴW ┘ｷSWヴ 
parameters of this thesis in respect to the agency of lower-classes over their 
identity and representation onscreen, and in the wider sphere; an area I will return 
to.  
The critical reception of Brotherhood デｴ;デ SWゲIヴｷHWゲ デｴW aｷﾉﾏ ;ゲ けデｷヴWSげ I;ﾐ HW 
applied to, and takes on extra resonance for, the Hoodie Horror cycle as a whole. 
Brotherhood emblematises a film cycle that had exhausted the creative possibilities 
for its contents に men, manors and monsters, shall we say に beyond the 
stereotypes and essentialist representations the Hoodie Horror explored. Indeed, a 
thematic concern of this thesis is to argue that despite any dramatic and aesthetic 
treatment, whether it be the more realist forms of Kidulthood and The Selfish Giant, 
or the haunting narratives of The Disappeared, central to the cycle has been the 
continuous discursive constructions of the underclass, male adolescence and 
ｴﾗ┌ゲｷﾐｪ Wゲデ;デWゲ デｴ;デ ｴ;┗W HWIﾗﾏW ヮWヴ┗;ゲｷ┗W ;ﾐS ヮﾗゲｷデｷﾗﾐWS ;ゲ けデヴ┌Wげ ;ﾐS 
け;┌デｴWﾐデｷIげ ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ｷﾐ Bヴｷデｷゲｴ I┌ﾉデ┌ヴWく Iﾐ WゲゲWﾐIWが ┘ｴ;デ ｷゲ SWWﾏWS 
stereotypical in Brotherhood, has been present in the earlier films in the cycle as 
discursive constructions and discourse. It is that Brotherhood is much more explicit, 
direct, and even self-reflexive, in its engagement with genre.   
It is though within these perceived creative faｷﾉｷﾐｪゲ ;ﾐS デｴW aｷﾉﾏげゲ ┗WWヴｷﾐｪ デﾗ┘;ヴSゲ ; 
more generic constitution for the film, that provides a platform to examine how 
Brotherhood is a filmic reflection on the concerns and issues of the cycle as a whole, 
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;ゲ SWaｷﾐWS H┞ デｴｷゲ デｴWゲｷゲく TｴW aｷﾉﾏげゲ Iｴ;ヴ;IデWヴｷゲation of Sam and the locations Sam 
now navigates display effects and consequences to the revolting class discourse of 
citizenship and stigmatization of council housing that is the pervasive context for 
this cycle. In Brotherhood, the character of Sam Peel has transformed from low-
level deviant to father, family-man and working three low-paid jobs as to fulfil what 
ｴW ┗ｷW┘ゲ ;ゲ ; a;ﾏｷﾉｷ;ﾉ ;ﾐS ﾏ;ゲI┌ﾉｷﾐW ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞く “;ﾏげゲ デヴ;ﾐゲｷデｷﾗﾐ ゲ┞ﾏHﾗﾉｷI;ﾉﾉ┞ 
enacts neoliberal citizenship as defined firstly by New Labour and then by the 
succeeding coalition and Conservative governments in that citizenship is designed 
;ヴﾗ┌ﾐS デｴW Hｷﾐ;ヴ┞ ゲデ;デWゲ ﾗa けｷﾐIﾉ┌ゲｷﾗﾐっW┝Iﾉ┌ゲｷﾗﾐ ;ﾐS ┘ﾗヴﾆっ┘ﾗヴﾆﾉWゲゲﾐWゲゲげ ふT┞ﾉWヴが 
2013: 161). Sam has transferred from being a failed citizen, delineated in the figure 
of the Hoodie, to citizen, now that he is contributing to society by means of 
employment. As Tyler observes, in neoliberal Britain only employment can provide 
a return to citizenship within the social proper (161). In Brotherhood, Sam is 
granted citizenship into the body politic through his embracing of what sociologists 
such as Anthony Giddens, the architect of the New Labour project, Tony Blair and 
David Cameron would position as the right choices and appropriate self-
ﾏ;ﾐ;ｪWﾏWﾐデく “;ﾏげゲ ﾏ;ﾐ;ｪWﾏWﾐデ of multiple jobs and family commitments is a 
performance of the mobile and fluid citizen that a neoliberal ideology promotes. 
TｴW ゲヮ;IWゲ ﾗa デｴW aｷﾉﾏ デｴ;デ “;ﾏ ﾐ;┗ｷｪ;デWゲ ┗ｷゲ┌;ﾉﾉ┞ ;ﾐS ゲヮ;デｷ;ﾉﾉ┞ Wﾏヮｴ;ゲｷゲW “;ﾏげゲ 
new-found status as citizen. He no longer lives on a council estate in Ladbroke 
Gヴﾗ┗Wが ;ﾐS ｴ;ゲ ヴWﾉﾗI;デWS デﾗ ; Iﾗﾏaﾗヴデ;HﾉW デWヴヴ;IWS ｴﾗ┌ゲW ｷﾐ “ｴWヮｴWヴSげゲ B┌ゲｴく 
“;ﾏげゲ デヴ;ﾐゲｷデｷﾗﾐ ﾗ┌デ ﾗa デｴW ;HﾃWIデ HﾗヴSWヴ ┣ﾗﾐWゲ に the overriding public identity of 
which is social housing に unshackles Sam from the discourse of an abject class that 
ｷゲ ｷﾐゲIヴｷHWS ﾗﾐ デｴW HﾗSｷWゲ ┘ｴﾗ ヴWゲｷSW ﾗﾐ Wゲデ;デWゲく “;ﾏげゲ aヴWケ┌Wﾐデｷﾐｪ ﾗa デｴW ｪ┞ﾏが 
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shopping at Westfield shopping centre and meeting Detective Lynch at boutique 
IﾗaaWW ゲｴﾗヮゲが ;ﾏヮﾉｷaｷWゲ ┘ｴ;デ Sｷゲデｷﾐｪ┌ｷゲｴWゲ “;ﾏげゲ Iｷデｷ┣Wﾐゲｴｷヮが ﾏﾗHｷﾉｷデ┞が aｷﾐ;ﾐcial 
ヮヴﾗゲヮWヴｷデ┞ ;ﾐS ; けヴｷｪｴデげ ゲWﾉa-management. The spaces Sam now occupies also 
provide commentary on the abject discourse of social housing and the wider 
;ゲゲﾗIｷ;デｷ┗W ヮヴﾗIWゲゲ ﾗa ｪWﾐデヴｷaｷI;デｷﾗﾐが ; デﾗヮｷI SｷゲI┌ゲゲWS W;ヴﾉｷWヴ ｷﾐ けﾏﾗﾐゲデヴﾗ┌ゲ 
ｪWﾗｪヴ;ヮｴｷWゲげく WWゲデaｷWﾉd shopping centre was not in existence when Kidulthood was 
released, so its inclusion in Brotherhood provides a visual signifier of urban 
development and gentrification that has come to spatially shape not just London 
but, more critically, local communities in cityscapes. An element of such 
ヴWｪWﾐWヴ;デｷﾗﾐ ｷゲ デｴW ヴWﾏﾗ┗;ﾉ ﾗa け┌ﾐSWゲｷヴ;HﾉWげ Iﾗﾏﾏ┌ﾐｷデｷWゲ ;ﾐS ｷﾐSｷ┗ｷS┌;ﾉゲ に those 
who do not have the financial means to reside in the newly refurbished 
geographies. There is a clear distinction in Brotherhood between the けデ┞ヮWゲげ ﾗa 
characters who reside within these new gentrified areas, and those who exist 
within the streets, the chicken shops, of Ladbroke Grove に the locations for the 
previous two Hood films. Brotherhood, then, invites an opportunity to examine 
citizenship and gentrification in a post-Hoodie, neoliberal Britain.  
5.2: Thesis overview 
This thesis thus started out by introducing the core aims and challenges of this 
thesis; to formulate a time-based national cycle shaped by differing film forms, but 
critically a cycle bonded by the representation of social abject forms. What is vital 
to this project, as outlined in the introductory chapters, was to determine how this 
research was not seeking to position the films as horror films, but rather expanding 
the notion of horror through the key concept of the abject. A central tenet was to 
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establish the films as a Hoodie Horror, a categorisation not contingent on film form, 
but rather on the collective depictions of discourse of the Hoodie and the 
associative demonization of council estates that fabricate the underclass as 
revolting and abject. Furthermore, the introductory chapters asserted how this 
thesis argues the Hoodie Horror cycle is a male-centric collection of films that takes 
its cue from the contemporary figure of the Hoodie, whilst drawing extensively 
upon the motifs, concerns and iconography of two traditions of British cinema, the 
social realist film and horror cinema. The discourse of the underclass as abject gives 
ヴｷゲW デﾗ a;HヴｷI;デｷﾐｪ デｴWゲW Iﾉ;ゲゲWS ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ｷﾐ デｴW aｷﾉﾏ ;ゲ デｴW けﾗデｴWヴげが ゲｷデ┌;デｷﾐｪ 
the Hoodie Horror cycle as a cinema of alterity. In essence, the cycle に via the 
discursive strategies of class, space and masculinity, and the filmic strategies that 
ｷﾉﾉ┌ﾏｷﾐ;デW デｴWゲW ヴWヮヴWゲWﾐデ;デｷﾗﾐゲが ヴWゲ┌ﾉデｷﾐｪ ｷﾐ デｴW aｷﾉﾏゲげ けﾗデｴWヴｷﾐｪげ ﾗa デｴW ┌ﾐSWヴIﾉ;ゲゲ 
に invites disidentification.  
The introduction continued by analysing, by way of a literature review, two key 
デW┝デゲ aﾗヴ デｴｷゲ デｴWゲｷゲが Jﾗｴﾐﾐ┞ W;ﾉﾆWヴげゲ ヴWゲW;ヴIｴ ﾗﾐ HﾗﾗSｷW Hﾗヴヴﾗヴゲ ;ﾐS IﾏﾗｪWﾐ 
T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ﾗa ゲﾗIｷ;ﾉ ;HﾃWIデｷﾗﾐく TｴW ｷﾐデヴﾗS┌Iデｷﾗﾐ デｴWﾐ IﾉﾗゲWS ┘ｷデｴ ﾏ┞ ﾗ┘ﾐ 
ヴWゲW;ヴIｴが Wﾏヮﾉﾗ┞ｷﾐｪ T┞ﾉWヴげs theoretical resource, on the political and media 
Sｷ;ﾉﾗｪ┌W デｴ;デ Iﾗﾐゲデヴ┌IデWS デｴW aｷｪ┌ヴW ﾗa デｴW HﾗﾗSｷW ;ゲ ;ﾐ ;HﾃWIデ aﾗヴﾏく W;ﾉﾆWヴげゲ 
research, while providing a valuable starting point for my research, offers a limited 
analysis of the cycle, concentrating on generic structures of the films which 
W┝ヮﾉｷIｷデﾉ┞ I;デWｪﾗヴｷゲWゲ デｴWﾏ ┘ｷデｴｷﾐ デｴW ｴﾗヴヴﾗヴ ｪWﾐヴWく T┞ﾉWヴげゲ デｴWﾗヴ┞ ﾗa ゲﾗIｷ;ﾉ 
abjection provides the theoretical basis for my research, by conceptualising how 
figures such as chavs are the publicly imagined ideological conductors for neoliberal 
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ｪﾗ┗WヴﾐﾏWﾐデ;ﾉｷデ┞く L;ゲデﾉ┞が デｴW けa;ゲｴｷﾗﾐ ﾗa aW;ヴげ ;ﾐ;ﾉ┞ゲWゲ ﾏWSｷ; ヴWヮﾗヴデゲが ヮﾗﾉｷデｷI;ﾉ 
Sｷ;ﾉﾗｪ┌W ;ﾐS ヮﾗﾉｷIｷWゲが H┞ Wﾏヮﾉﾗ┞ｷﾐｪ T┞ﾉWヴげゲ ヮ;ヴ;Sｷｪﾏ ｷﾐ ﾗヴSWヴ デﾗ Wゲデ;Hﾉｷゲｴ デｴW 
Hoodie as a successor to the chav. Here, this thesis demonstrates the Hoodie as 
national abject figure constructed to do the work of neoliberal governmentality, in 
order to delineate citizenship and the national borders of Britain in the new 
millennium.  
The three sections of this thesis に けﾏWﾐげが けﾏ;ﾐﾗヴゲげ ;ﾐS けﾏﾗﾐゲデWヴゲげ に established the 
main concerns, themes, motifs and iconography of the cycle, all of which are 
aﾗヴﾏWS aヴﾗﾏ デｴW aｷﾉﾏゲげ W┝ヮﾉﾗｷデ;デｷﾗﾐ ;ﾐSっﾗヴ ;ゲゲｷﾏｷﾉ;デｷﾗﾐ ﾗa デｴW HﾗﾗSｷW ;ゲ ;HﾃWIデ 
figure into the narratives and aesthetics of the films.  
TｴW aｷヴゲデ ゲWIデｷﾗﾐが けﾏWﾐげが Wxplores the representation of adolescent masculinity, with 
a focus on narrative trajectory, costume and finally the role of discourse in the 
representation of young men. The initial two chapters served to contextualise 
representation of masculinity, by establishing the narratives of the films as 
narratives of abjection, which sought to provide an introduction to the wider 
framework of the thesis. By establishing the cycle as narratives of abjection, it 
enabled this research to locate the cycle within the history and development of 
British cinema, specifically how the cycle is influenced by the tradition of social 
realism. Furthermore, these chapters introduce how the masculinities of the 
Hoodie Horror are social and cultural configurations of the discourse of the Hoodie 
and the perpetual discursive construction of an underclass youth as troublesome 
;ﾐS ┌ﾐﾏ;ﾐ;ｪW;HﾉWく TｴW aﾗﾉﾉﾗ┘ｷﾐｪ Iｴ;ヮデWヴ aﾗI┌ゲWS ﾗﾐ デｴW ｴﾗﾗSｷWげゲ a┌ﾐIデｷﾗﾐ ;ゲ 
costume, acknowledging the blurred lines between fashion, costume, mimesis and 
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fiction that the utilisation of the attire in the films poses. The chapter explores the 
paradox of the hoodie for although existing scholarship on costume is ill-equipped 
to appropriately analysis the hoodie, the academic enquiry the hoodie induces 
encapsulates the ongoing debate in scholarship on the frisson between spectacle 
and narrative in relation to costume. The chapter asserts an overriding finding of 
this thesis, in how the extra-filmic abject discourse inscribed into the hoodie 
subjugates narrative trajectory and characterisation to the ideology of that 
discourse. And as the thesis as a whole concludes, the problem the use of the 
hoodie poses here is in how mimesis serves as authentication in terms of realism, 
resulting in a disruption of fiction and realism itself. The last chapter in the section 
utilises close textual analysis to illuminate the main characteristics and concerns of 
the representation of the underclass masculinity in the film. It begins with exploring 
the onscreen physical presence of the protagonist and asserts how the male is a 
haunted figure as it performs an absence. By placing the Hoodie Horror within a 
history of performance of lower-class masculinity in British cinema, this chapter 
asserts how the male of the cycle is a performance of abjection, a symbolic 
representation of the marginalised position of the underclass male in contemporary 
Britain. The chapter expands on the relationship between the onscreen body and 
class representation by establishing how lower-class masculinities are continually 
employed in British films as a mechanism through which to express social, 
economic and political changes in the nation. In the Hoodie Horror, the bodies of 
the adolescent underclass masculinities are utilised not only to express concerns 
over citizenship within neoliberal Britain, but to delineate the borders of the nation 
in the new millennium. Approaching the Hoodie Horror male thus allows the thesis 
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ﾐﾗデ デﾗ a;ﾉﾉ ｷﾐデﾗ デｴW デヴ;ヮ ﾗa IﾗﾐIWヮデ┌;ﾉｷゲｷﾐｪ デｴW ﾏ;ﾉWゲ ;ゲ デｴW ﾗHﾉｷｪ;デﾗヴ┞ けﾏ;ゲI┌ﾉｷﾐｷデ┞ 
in crisisげく ‘;デｴWヴが デｴW Iｴ;ヮデWヴ W┝ヮﾉﾗヴWゲ デｴW ﾐ┌;ﾐIWゲ ﾗa デｴｷゲ デWヴﾏ ;ﾐS SWﾏﾗﾐゲデヴ;デWゲ 
how the young men of the cycle are symbolic constructions of discursive strategies 
デｴ;デ ヮﾗゲｷデｷﾗﾐ デｴW ┌ﾐSWヴIﾉ;ゲゲ ;ゲ ; けヮヴﾗHﾉWﾏげ デﾗ HW ゲﾗﾉ┗WSく  
TｴW ゲWIﾗﾐS ゲWIデｷﾗﾐが けﾏ;ﾐﾗヴゲげが Iﾗﾐデｷﾐ┌WS デｴｷゲ SｷゲI┌ゲゲｷﾗﾐ ﾗa デｴW ;HﾃWIデ aﾗヴﾏ ;ゲ 
represented within the cycle but with a focus on the geographies and spaces. The 
chapters demonstrate how the council estate is a core and critical space across the 
films and that while the differing filmic strategies vary in how this urban geography 
is constructed, the abject discourse of council estates remain a consistent 
ｷSWﾗﾉﾗｪｷI;ﾉ ┌ﾐSWヴヮｷﾐﾐｷﾐｪ デｴヴﾗ┌ｪｴﾗ┌デ デｴW I┞IﾉWく けMﾗﾐゲデヴﾗ┌ゲ ｪWﾗｪヴ;ヮｴｷWゲげ 
demonstrated how the spaces of the films are inscribed with a misogynist, 
underclass patriarchy delineating it as territory that confront the young 
protagonists with a violent and threatening urbanscape. As with the other chapters 
in this section, here I argue how the spaces in the films takW デｴWｷヴ I┌W aヴﾗﾏ T┞ﾉWヴげゲ 
conceptualisation of council estates as stigmatized spaces but I add that they are 
;ﾉゲﾗ ｷﾐaﾉ┌WﾐIWS H┞ デｴW ｴｷゲデﾗヴ┞ ﾗa Bヴｷデｷゲｴ ゲﾗIｷ;ﾉ ヴW;ﾉｷゲﾏく TｴW Iｴ;ヮデWヴ ﾗﾐ デｴW けｴ;┌ﾐデWS 
ｴﾗ┌ゲｷﾐｪ Wゲデ;デWげ ;ゲゲWヴデゲが ;ゲ ┘ｷデｴ デｴW ﾉ;デWヴ Iｴ;ヮデWヴ ﾗﾐ けデｴW ｪﾗデｴｷI ;HﾃWIデげが ｴﾗ┘ Hﾗデｴ 
the very British cinematic traditions of the gothic and social realism are fused to 
illuminate the ideology of social housing as a failed and passed vision for Britain.  
The two chapters that follow focus on single films, Harry Brown and Eden Lake. The 
chapter on Harry Brown demonstrates how the centralisation of the structures of 
the council estate to the narrative depict how citizenship within neoliberal Britain is 
SWデWヴﾏｷﾐWSく ASSｷデｷﾗﾐ;ﾉﾉ┞が デｴW aｷﾉﾏげゲ ┌デｷﾉｷゲ;デｷﾗﾐ ﾗa MｷIｴ;Wﾉ C;ｷﾐWげゲ ゲtar persona, that 
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continues to align him with a working-class authenticity, further legitimises Harry 
Brownげゲ ﾐWﾗﾉｷHWヴ;ﾉ ｷSWﾗﾉﾗｪ┞ デｴ;デ SWﾏﾗﾐｷゲWゲ デｴW ┌ﾐSWヴIﾉ;ゲゲ ;ﾐS ヮﾗゲｷデｷﾗﾐゲ 
ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ aﾗヴ デｴW a;ｷﾉ┌ヴW ﾗa ゲﾗIｷ;ﾉ ｴﾗ┌ゲｷﾐｪ ┘ｷデｴ けデｴW ﾐW┘ Iﾉ;ゲゲ ﾗa ヮヴﾗHﾉWﾏ 
peﾗヮﾉWげく TｴW aｷﾐ;ﾉ Iｴ;ヮデWヴ ﾗa デｴW ゲWIデｷﾗﾐが Eden Lake, challenges the idea of the film 
;ゲ ; ヴ┌ヴ;ﾉ ｴﾗヴヴﾗヴ ;ﾐS ;ゲゲWヴデゲ デｴ;デが SWゲヮｷデW デｴW aｷﾉﾏげゲ ヴ┌ヴ;ﾉ ゲWデデｷﾐｪが ｷデ ｷゲ ; HﾗﾗSｷW 
Horror for its depiction of a threatening underclass. The chapter establishes the film 
as a super hybrid and transnational form that fuses the American taxonomy of a 
rural backwoods horror with the very British and urban discourse of underclass 
criminality. Furthermore, the chapter explores how the horror of the film is 
explicitly constructed from the abject discourse of the Hoodie and underclass that 
けﾗデｴWヴゲげ Hﾗデｴ ;ゲ S┞ゲa┌ﾐIデｷﾗﾐ;ﾉが Iｴ;ﾗデｷI ;ﾐS デｴヴW;デWﾐｷﾐｪく  
TｴW aｷﾐ;ﾉ ゲWIデｷﾗﾐが けﾏﾗﾐゲデWヴゲげが ｷゲ IﾗﾏヮヴｷゲWS ﾗa デ┘ﾗ Iｴ;ヮデWヴゲ デｴ;デ W┝ヮﾉﾗヴWS デｴW 
construction of monsters of the cycle, representations based upon an essentialist 
discourse of the Hoodie and the discursive construction of the underclass male as 
┗ｷﾗﾉWﾐデく TｴW Iｴ;ヮデWヴが けデｴW ﾏﾗﾐゲデヴﾗ┌ゲ ;HﾃWIデげが aﾗI┌ゲWS ﾗﾐ デｴW Iﾗﾐゲデヴ┌Iデｷﾗﾐゲ ﾗa デｴW 
けﾏﾗﾐゲデWヴゲげ ｷﾐ aﾗ┌ヴ aｷﾉﾏゲ ﾗa デｴW I┞IﾉWが Eden Lake, Harry Brown, Piggy and Cherry Tree 
Lane. Following on from the ontological analysis of Harry Brown, this chapter 
explored how the monsters of these four films is reliant on a degree of mimesis of 
the discourse of the Hoodie, that challenges the fiction of the film, whilst merging 
with a discursive construction of the underclass male as violent, resulting in a 
subjugation of these monsters to discourse. Furthermore, the chapter argues how 
these representations are problematic, when viewed within the history of 
underclass masculinity in British cinema by stating how the continued cinematic 
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illumination of the underclass male as violent, positions and authenticates this 
characterisation as a constant and natural condition of this gendered class. The final 
chapter of this thesis, けデｴW ｪﾗデｴｷI ;HﾃWIデげが Iﾗﾐデｷﾐ┌WS デｴW ﾏ;ｷﾐ デｴWﾏW ﾗa デｴｷゲ デｴWゲｷゲ 
with exploring how the abject discourse of the Hoodie is utilised to other the 
underclass onscreen. With a focus on Heartless, F and Citadel, this chapter asserts 
how two cinematic traditions, social realism and the gothic, are fused in animating 
the Hoodies as various gothic monsters. Through close textual analysis of the 
construction of the monsters, the chapter argues how the gothic abject is 
constituted of two bodies に the gothic and social に and is reliant upon an inter-
SWヮWﾐSWﾐデ ヴWﾉ;デｷﾗﾐゲｴｷヮ HWデ┘WWﾐ HWｴ;┗ｷﾗ┌ヴが IﾗﾐIW;ﾉﾏWﾐデ ;ﾐS け┌ﾐ┗Wｷﾉｷﾐｪげ ﾗa 
identity; a relationship that constructs a narrative schema and is, as this chapter 
asserts, a traditional motif of the gothic monster. Ultimately, the potential of these 
monsters is constrained by their subjugation to the discourse inscribed by the social 
body. The chapter demonstrates how the monsters of F require differentiating and 
;ヴW ﾏﾗヴW ゲ┌IIWゲゲa┌ﾉ ;ゲ けIﾉ;ゲゲｷIげ ﾏﾗﾐゲデWヴゲ ;ゲ デｴW┞ ﾏ;ｷﾐデ;ｷﾐ デｴWｷヴ ゲデ;デ┌ゲ as gothic 
monsters, because the film refuses to resolve their identity. This contrasts to both 
Citadel and Heartless, where are the monsters are returned to their social body and 
therefore become monsters of discourse only.  
Ultimately, this thesis establishes two points: a relationship between the films and 
the figure of the Hoodie as created in the media and political dialogue; and the 
formulation of a cycle comprised of diverse film forms. Upon reflection, both these 
areas presented unique challenges during the course of my investigation and, in the 
case of the latter factor, it was how to approach this demand of defining the cycle 
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which shaped the research and developed the project by widening the parameters 
of the research. The nature of this challenge に and the subsequent fruitful approach 
I adopted in response に was characterised in the initial reactions I received from 
peers in categorising The Selfish Giant as a Hoodie Horror: how can a social realist 
text be seen as a horror film? The horror of that assumption was too sacrilegious 
for some. Of course, a simple answer is that a Hoodie Horror film is not a horror 
film. However, this did not answer the question sufficiently as it still does not 
ヴWゲﾗﾉ┗W ┘ｴ;デ デｴW けｴﾗヴヴﾗヴげ ｷゲく Iﾐ IﾗﾐIWヮデ┌;ﾉｷゲｷﾐｪ デｴW ヴWヮヴWsentations as not just 
abject, but the social abject, solved the initial enquiry and aided in constructing a 
methodology that formulated the coalescence of social realism and horror in the 
films, in both structure and aesthetics. While it has been clear for some time that 
British social realist texts, in all their variations, have focused on abject states, very 
little scholarship has specifically employed this term or explicitly constructed a 
paradigm of abjection as a platform for research. The abject has remained a 
staunch territory for horror cinema. This thesis rectifies this omission in literature 
on British cinema, within this specific cycle, and presents a model that can be 
utilised elsewhere in perceiving the British underclass onscreen. An intervention of 
デｴｷゲ デｴWゲｷゲ ｷゲ デﾗ ;ゲIWヴデ;ｷﾐ ｴﾗ┘ デｴW ┌ﾐSWヴIﾉ;ゲゲ ｷゲ W┝ヮﾉｷIｷデﾉ┞ けﾗデｴWヴWSげ ｷﾐ I┌ﾉデ┌ヴ;ﾉ 
SｷゲIﾗ┌ヴゲWが ;ﾐ けﾗデｴWヴｷﾐｪげ ┘ｴｷIｴ ｷゲ a┌ヴデｴWヴWSが Hﾗデｴ IﾗﾐゲIｷﾗ┌ゲﾉ┞ ;ﾐS ┌ﾐIﾗﾐゲIｷﾗ┌ゲﾉ┞が H┞ 
the filmic strategies in the individual texts. The fetishization of the underclass in the 
cycle provides a cinematic opportunity to further disidentify with this community. 
F┌ヴデｴWヴﾏﾗヴWが ｷﾐ Sｷゲヴ┌ヮデｷﾐｪ ┘ｴ;デ ｷゲ IﾗﾐゲｷSWヴWS けｴﾗヴヴﾗヴげ ｷﾐ デｴW ﾐW┘ ﾏｷﾉﾉWﾐﾐｷ┌ﾏ ;ﾉゲﾗ 
challenges the umbrella term of social horror, by relocating its emphasis and 
application away from the horror film and centralising the societal and cultural 
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concerns inferred by the term. The thesis has also touched upon the discursive 
construction of social realism and raises important questions as to what constitutes 
realism not only in the cycle, but within a wider British cinema. The assimilation of 
the discourse of the Hoodie, and the wider discursive constructions of the 
underclass in the cycle, sees mimesis serve as realism and authenticate the 
ヴWヮヴWゲWﾐデ;デｷﾗﾐゲ ;ゲ ; けデヴ┌デｴげく Tｴｷゲ thesis provides an important groundwork for 
identifying the nature of this relationship and there is potential for further and 
broader investigation into the relationship between discourse, narrative, aesthetics 
and realism in contemporary British realist texts. One area of my research that 
proved surprisingly overlooked was scholarship on the representation of council 
ｴﾗ┌ゲｷﾐｪ ｷﾐ Bヴｷデｷゲｴ aｷﾉﾏく OデｴWヴ デｴ;ﾐ M┌ヴヴ;┞ “ﾏｷデｴげゲ Hﾗﾗﾆ ﾗﾐ Trainspotting (Smith, 
2002) and a selection of articles, details of which I have cited in this thesis, there is 
┗Wヴ┞ ﾉｷデデﾉW ヴWゲW;ヴIｴ ｷﾐデﾗ デｴW ;ヴW;く AﾐSが ;ゲ I ﾗ┌デﾉｷﾐWS ｷﾐ けﾏﾗﾐゲデヴﾗ┌ゲ ｪWﾗｪヴ;ヮｴｷWゲげが 
ﾏ┌Iｴ ﾗa デｴW ヴWゲW;ヴIｴ aﾗI┌ゲWゲ ﾗﾐ デｴW ｪWﾗｪヴ;ヮｴ┞げゲ ヴWﾉ;デｷﾗﾐゲｴｷヮ デﾗ ｷSWﾐデｷデ┞が ヴ;デｴWヴ 
than exploring the ideology of social housing. This thesis thus provides an original 
contribution in overtly addressing this gap, with a view to develop this research into 
other areas of British cinema history.   
An overriding concern this research evokes is not necessarily the ethics of 
representing the underclass ;ゲ けﾗデｴWヴげ ｷﾐ デｴW I┞IﾉWが H┌デ ヴ;デｴWヴ デｴW Iﾗﾐデｷﾐ┌WS ;HﾃWIデ 
representation of the underclass in a national cinema so obsessed with class. What 
the cycle highlights is how the knotty relationship between realism and discourse 
onscreen normalises the underclass condition as an abject state. While it is critical 
to continue to highlight the cultural, social and political stigmatization that the 
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underclass is subjected to, it is important to create alternative representations and 
aesthetic practices for narrating discourses of stigmatization and the abject. In 
WゲゲWﾐIWが ┘ｴ;デ デｴW HﾗﾗSｷW Hﾗヴヴﾗヴ Wﾏヮｴ;ゲｷゲWゲ ｷゲ デｴW けヮﾗ┗Wヴデ┞ ﾗa ｷﾏ;ｪｷﾐ;デｷﾗﾐげ ｷﾐ ｴﾗ┘ 
┘WげS ﾉｷﾆW デﾗ ゲWW デｴW ┌ﾐSWヴIﾉ;ゲゲが ;ﾐS ;ﾐ けｷﾏヮﾗ┗WヴｷゲｴﾏWﾐデ ﾗa ぐ Sｷ┗Wヴゲｷデ┞ ﾗa 
W┝ヮヴWゲゲｷﾗﾐげ ふGｷﾉヴﾗ┞が ヲヰヱヱぶ ｷﾐ デｴW IｷﾐWﾏ;デｷI Iﾗﾐﾃ┌ヴｷﾐg of the underclass in British film 
of the new millennium. If, as this conclusion states, the shape, form and character 
of the national abject has moved beyond the Hoodie to demonize other perceived 
threats to government, citizenship and the nation state in the second decade of the 
twenty-first century, then it will be important to observe whether such a discourse 
is perpetuated and promoted within contemporary film texts, in a manner 
comparable to the Hoodie Horror cycle investigated here. After all, it is only by 
diversifying representation, questioning negative media discourses, and challenging 
デｴW Sﾗﾏｷﾐ;ﾐデ I┌ﾉデ┌ヴWげゲ ヮヴWﾃ┌SｷIWゲ デｴ;デ デｴW ┌ﾐSWヴIﾉ;ゲゲ ﾗﾐゲIヴWWﾐ ﾏ;┞ ヴWIWｷ┗W ;ﾐ 
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Adulthood (Noel Clarke, 2008) 
“;ﾏ ｷゲ ヴWﾉW;ゲWS aヴﾗﾏ ヮヴｷゲﾗﾐ ;ﾐS ヴWデ┌ヴﾐゲ デﾗ ｴｷゲ ｴﾗﾏWく HW ┗ｷゲｷデゲ TヴｷaWげゲ ｪヴ;┗W ┘ｴWヴW 
he is attacked and told there are people after him. Moony is now studying law at 
university and Jay is making a living from selling drugs. Sam wants to find out who is 
after him and gets in touch with Lexi, a girl from school, who helps him make 
Iﾗﾐデ;Iデ ┘ｷデｴ Aﾉｷゲ; デﾗ ﾏ;ﾆW ;ﾏWﾐSゲ aﾗヴ TヴｷaWげゲ SW;デｴく Aﾉｷゲ; デWﾉﾉゲ ｴｷﾏ ゲｴW SﾗWゲﾐげデ 
┘;ﾐデ ;ﾐ┞デｴｷﾐｪ デﾗ Sﾗ ┘ｷデｴ ｴｷﾏく “;ﾏげゲ HヴﾗデｴWヴ OﾏWﾐ ｴ;ﾐｪゲ ﾗ┌デ ┘ｷデｴ HWﾐヴ┞ ;ﾐS D;Hゲが 
a crew who work for Andreas. Jay approaches Andreas offering him money to kill 
Sam and Andreas instructs Dabs to do so. Dabs tells Omen they need to kill 
someone, but not who. Dabs and his crew attack Sam from behind and Dabs 
instructs Omen to knife him. When Sam turns around, OﾏWﾐ ヴW;ﾉｷゲWゲ ｷデげゲ ｴｷゲ HヴﾗデｴWヴ 
and refuses. Dabs is knocked out and Sam and Omen are reunited and leave. Sam 
goes to confront Andreas, without realising Curtis will be there also. Sam informs 
デｴW ヮﾗﾉｷIWが ;ﾐS デｴW ヮﾗﾉｷIW ヴ;ｷS AﾐSヴW;ゲげゲ ヮﾉ;IWく TｴWヴW ｷゲ ; aｷﾐ;l showdown between 
Jay and Sam, with both making an uneasy truce. Sam heads to see Lexi hoping they 
can have a relationship.  
Anuvahood (Adam Deacon and Daniel Toland, 2011) 
The film is a parody of the Hood films that caricatures both the male hoodies, 
narratives and settings of both Kidulthood and Adulthood. The film opens with 
Kenneth and his gang in what is presented as the planning of an attack on the 
competition. Kenneth confronts his victim who floors him in one punch. The gang 
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laughs at Kenneth. Kenneth, wanting to be called Kay, quits his job at Laimsburys to 
become a gangster and pursue his music career. He visits the local record shop to 
be told no-ﾗﾐW ｴ;ゲ Hヴﾗ┌ｪｴデ ｴｷゲ ﾏ┌ゲｷIが けFWWﾉ デｴW P;ｷﾐげく HW ｪﾗWゲ home where his mum 
berates him for quitting his job as she needs the money to pay the bailiffs. After 
being humiliated by his seven-year-old sister, he leaves the house to hang with his 
gang. He meets Enrique who is staying with the local middle-class family. When he 
returns home later, the bailiffs have taken all the furniture from his home. Kay then 
decides to make money selling drugs, but what money he makes is taken, with the 
Sヴ┌ｪゲが aヴﾗﾏ デｴW ﾉﾗI;ﾉ けHｷｪ ﾏ;ﾐげが T┞ヴﾗﾐWく T┞ヴﾗﾐW デｴWﾐ デ;ﾆWゲ ;ﾐ┞ Sヴ┌ｪゲが ﾏ┌ゲｷI ;nd 
clothes from the other gang members. The gang blame Kay for this as he was 
bragging over the amount of money he had earned and berate him for being the 
worst gangster. Kay returns home where his mum tells him he needs to find a job to 
help with the famiﾉ┞げゲ aｷﾐ;ﾐIWゲく TｴW ﾐW┝デ S;┞ K;┞ SWIｷSWゲ デﾗ デ;ﾆW H;Iﾆ ;ﾉﾉ デｴ;デ 
T┞ヴﾗﾐW ｴ;ゲ ゲデﾗﾉWﾐ aヴﾗﾏ ｴｷゲ ｪ;ﾐｪく LW;┗ｷﾐｪ T┞ヴﾗﾐWげゲが ｴW WﾐIﾗ┌ﾐデWヴゲ ; ヴｷ┗;ﾉ ｪ;ﾐｪ ┘ｴﾗ 
デｴヴW;デWﾐ デﾗ ﾆｷﾉﾉ ｴｷﾏく WｴWﾐ デｴW┞ ヴW;ﾉｷゲW K;┞ ゲ;ﾐｪ けFWWﾉ デｴW P;ｷﾐげが デｴW┞ ｪヴ;ﾐデ ｴｷゲ 
respect and let him go. Kay also regains respect from his own gang on returning 
their belongings. When Tyrone realises Kay ｴ;ゲ ゲデﾗﾉWﾐ H;Iﾆ デｴW ｪ;ﾐｪげゲ HWﾉﾗﾐｪｷﾐｪゲが 
Tyrone confronts Kay. Tyrone attacks Kay. Badly beaten, Kay rallies to fight back. 
Just as Tyrone is about to kill Kay, the local nightclub owner, Mike, arrives and 
intervenes and humiliates Tyrone in front of the large crowd that has congregated. 




Attack The Block (Joe Cornish, 2011) 
On her way home from work, Sam is mugged by the local gang of hoodies. The gang 
led by Moses see something unusual in one of the outbuildings on the council 
Wゲデ;デWが WWﾐデ┘ﾗヴデｴが ┘ｴWヴW デｴW┞ ﾉｷ┗Wく JWヴﾗﾏWげゲ Sﾗｪ ┘;ﾐデｷﾐｪ デﾗ ｷﾐ┗Wゲデｷｪ;デW ヴ┌ﾐゲ ｷﾐデﾗ 
the building and is killed. The boys attack the building with fireworks, which kill 
what turns out to be an alien. Moses puts the alien his backpack. Now the aliens 
attack the rest of the estate. Moses and his gang are the only ones who realise 
what is happening. Sam, trapped in a flat with the gang, join forces. Knowing the 
tower block so well, they are able to fight off the alien invasion, but Jerome is killed. 
TｴW ｪ;ﾐｪ ｴW;S デﾗ デｴW ﾉﾗI;ﾉ Sヴ┌ｪ SW;ﾉWヴげゲ aﾉ;デが ┘ｴWヴW デｴW┞ ｴｷSW ﾗ┌デ ┘ｷデｴ ‘ﾗﾐ ;ﾐS 
Brewis. Local drug-dealer, High-Hatz, is killed by the aliens. The gang work out how 
to kill the aliens, and Moses the leader leads the last attack. They gang kill the 
aliens. The police arrive, not believing their story and arrest the gang.  
Brotherhood (Noel Clarke, 2016) 
“;ﾏ PWWﾉげゲ HヴﾗデｴWヴが ‘ﾗ┞ゲデﾗﾐが ｷゲ ;ﾐ ┌ヮ-and-coming singer. During a gig at a London 
nightclub, Royston is shot, but not fatally wounded. The gang who shot him leave a 
I;ヴS ﾗﾐ ‘ﾗ┞ゲデﾗﾐげゲ HﾗS┞ ゲデ;デｷﾐｪ デｴW┞ ┘;ﾐデ デﾗ デ;ﾉﾆ デﾗ “;ﾏ PWWﾉく “;ﾏ ｷゲ ﾐﾗ┘ ｷﾐ ; 
relationship with Kayla, has two children and working three jobs. The family now 
lives around Hammersmith. Sam goes to see his brother in the hospital and Henry 
tells him about the card. At the gym, Sam sees the owner talking to a crying girl 
whilst handling a handgun. Unknown to Sam at the time is their involvement with 
Daley. On his way home, Sam is stopped by a female passer-by, asking for 
directions. Sam accompanies her to her home and they have sex. Sam visits head of 
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the gang, Daley, in an effort to make peace, but Daley wants Sam to work for him. 
Sam refuses, and Daley kills Samげゲ ﾏﾗデｴWヴく C┌ヴデｷゲが TヴｷaWげゲ ┌ﾐIﾉW, is working with 
D;ﾉW┞ ;ﾐS ┘;ﾐデゲ “;ﾏ ﾆｷﾉﾉWSく TｴW ヮﾗﾉｷIW ヴ;ｷS D;ﾉW┞げゲ ｴﾗﾏW ;ﾐS “;ﾏ ｷゲ ;ヴヴWゲデWSく “;ﾏ 
is released. Sam works with the gym owner to get back at Daley and then faces one 
final showdown with Curtis. The police show, arresting Curtis and letting Sam go 
free.  
Cherry Tree Lane (Paul Andrew Richards, 2010) 
Middle-class couple, Michael and Christine are at home in the evening, having 
dinner and continually arguing. Their son, Sebastian, is at football practice. The 
doorbell rings and Christine answers the door. The couple are attacked by an 
adolescent trio, Rian, Asad and Teddy. The gang tie up the couple and hold them 
hostage, waiting for Sebastian to return. The gang, specifically, Rian, want revenge 
on Sebastian as SWH;ゲデｷ;ﾐ ｷﾐaﾗヴﾏWS ﾗﾐ ‘ｷ;ﾐげゲ Iﾗ┌ゲｷﾐ aﾗヴ ｴｷゲ Sヴ┌ｪ-dealing. Teddy 
デ;ﾆWゲ MｷﾆWげゲ SWHｷデ ;ﾐS IヴWSｷデ I;ヴSゲ ;ﾐS ﾉW;┗Wゲ デﾗ aｷﾐS ; I;ゲｴ ﾏ;IｴｷﾐWく ‘ｷ;ﾐ aﾗヴIWゲ 
Christine into another room and rapes her. Meanwhile, Asad and Mike start talking. 
Asad allows Mike a drink and opens up to Mike about his life. Friends of Rian arrive, 
BWデｴが Cｴ;ヴﾏ;ﾐ ;ﾐS BWデｴげゲ ┞ﾗ┌ﾐｪ HヴﾗデｴWヴが OゲI;ヴく TｴW┞ Hヴｷﾐｪ ;ﾐ ;┝W ┘ｷデｴ デｴWﾏ ﾗヴ 
Rian to use on Sebastian when Sebastian returns. Teddy returns with money and 
gives it to Rian. Sebastian returns, unaware of events at home, and is hauled 
upstairs by the gang. Hearing Sebastian scream, Mike begins to free himself and is 
able to cut himself free. He finds Christine, tied up and naked, in the next room. 
Grabbing a candlestick, Mike heads upstairs to help his son, but the gang are 
alerted and Asad, Teddy, Charman and Beth flee the house. Mike starts beating 
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Rian in a fit of rage. Christine finds a severely injured Sebastian, who rapidly loses 
consciousness. Mike calls 999 and heads to the kitchen. Unbeknown to Mike, Oscar 
is still in the kitchen. The film closes with Mike and Oscar staring at one another; 
Mike with knife in hand.  
Citadel (Ciaran Foy, 2012) 
After witnessing his wife fatally attacked by a gang of hoodies outside their flat on 
the council estate, Edenstown, Tommy finds himself widowed and a father to a 
daughter, Elsa. Edenstown is in the process of being redeveloped, and while the 
residents have moved away, Tommy and Elsa are left as the sole occupants on the 
estate before they are rehomed. Crippled with agoraphobia and afraid, Tommy 
becomes increasingly convinced he and Elsa are being terrorised by the local gang 
of Hoodies who murdered his wifWく Tﾗﾏﾏ┞げゲ aW;ヴ ｷゲ ﾏ;SW デｴW ﾏﾗヴW ヴW;ﾉ ┘ｴWﾐ a 
local priest makes tells him Elsa is in danger from the local gang. Unable to cope, he 
and Elsa stay with a friend, Marie, before they are due to leave the estate. On the 
way to the bus stop, Marie is brutally attacked by the Hoodies, and Elsa is 
kidnapped by the gang as Tommy and his daughter are trying to flee. Tommy turns 
to the local Priest and a young boy, Danny, for help. The Priest only agrees to help 
get Elsa back if Tommy helps him blow up the tower block where the gang live. 
Tommy reluctantly agrees. Tommy, the priest and Danny enter the tower block and 
rescue Elsa. The priest is killed in the process. Tommy and Danny detonate the 
explosives as they escape from the gang, blowing up the block.  
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Community (Jason Ford, 2012) 
Film students, Isabelle and Will, decide to make a documentary on the local no-go 
area, the Draymen Estate. The estate, where even the police do not venture, has 
become an urban legend with stories of local disappearances, insalubrious 
residents and brutal violence. Isabelle and Will want to dispel these rumours and 
decide to visit the estate, interview the locals and make a sympathetic 
documentary. After arriving at the estate, the friends first encounter a group of 
young boys. In an uneasy encounter, the boys show the friends the local wild 
animals the gang have killed. Isabelle and Will ask to meet the families on the 
estate, and the boys take them to meet their parents. On meeting the parents, the 
friends soon realise many of the residents have serious drug problems and are 
;SSｷIデWS デﾗ ┘ｴ;デ デｴW┞ ヴWIWｷ┗W aヴﾗﾏ けA┌ﾐデ┞げが ; ﾉﾗI;ﾉ ヴWゲｷSWﾐデ ;ﾐS ﾐ┌ヴゲWく “Wﾐゲｷﾐｪ 
increasing danger, the friends try to leave the estate, but are stopped by the local 
boys. Will is killed and Isabelle is captured and imprisoned by Aunty, who force 
feeds Isabelle to take the drug the other residents take. Freeing herself, Isabelle 
steals a car in an effort to escape. Just as she thinks she is free, the tyres burst and 
she is recaptured. The film ends with another student documentary filmmaker 
interviewing Aunty in the local town.  
Eden Lake (James Watkins, 2008) 
N┌ヴゲWヴ┞ デW;IｴWヴが JWﾐﾐ┞が ;ﾐS ｴWヴ Hﾗ┞aヴｷWﾐS “デW┗W デヴ;┗Wﾉ デﾗ “デW┗Wげゲ IｴｷﾉSｴﾗﾗS ｷS┞ﾉﾉが 
Skipton Quarry, for a romantic weekend away where Steve plans to propose. At a 
stop-over at the local pub, the couple meet the local residents who are abusive and 
hostile. Reaching the quarry the next morning, the couple set up camp on the 
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seemingly deserted beach. After falling asleep in the sun, the couple are woken by 
local youths at the other end of the beach. In an uncomfortable encounter, Steve 
asks the kids to turn their music down, but is met with ridicule. That night, Jenny 
thinks she hears the kids in the woodland and the next morning the couple find 
some of their possessions missing. After having breakfast in the local café, Steve 
HヴW;ﾆゲ ｷﾐデﾗ デｴW ｪ;ﾐｪ ﾉW;SWヴが BヴWデデげゲ ｴﾗ┌ゲW デﾗ ﾉﾗﾗﾆ ;ヴﾗ┌ﾐSく Tｴ;デ ﾐｷｪｴデ H;Iﾆ ;デ デｴW 
ケ┌;ヴヴ┞が デｴW ｪ;ﾐｪ ゲデW;ﾉ “デW┗Wげゲ I;ヴく Cﾗﾐaヴﾗﾐデｷﾐｪ デｴW ｪ;ﾐｪが “デW┗W ;IIｷSWﾐデﾉ┞ ﾆｷﾉﾉゲ 
BヴWデデげゲ Sﾗｪく Iﾐ デヴ┞ｷﾐｪ デﾗ WゲI;ヮW the gang, the couple crash. Leaving Steve in the car, 
Jenny goes for help. The gang capture Steve and brutally torture him. Jenny frees 
Steve but leaves him in hiding as he is too injured to escape quickly. Betrayed by a 
local boy, Jenny too is captured by the gang. Steve dies and the gang set fire to his 
body. Jenny escapes and fleeing the gang, kills two gang members. The car she is 
driving crashes into a local garden, where the local community are having a party, 
taken in by the families, Jenny realises ゲｴW ｷゲ ｷﾐ BヴWデデげゲ ｴﾗ┌ゲWく BWaﾗヴW ゲｴW I;ﾐ 
escape, Brett and the others return. Jenny is forced into the bathroom by three 
a;デｴWヴゲく TｴW aｷﾉﾏ IﾉﾗゲWゲ ┘ｷデｴ BヴWデデ ヮ┌デデｷﾐｪ ﾗﾐ “デW┗Wげゲ ｪﾉ;ゲゲWゲ ;ゲ ┘W ｴW;ヴ JWﾐﾐ┞ 
scream.  
F (Johannes Roberts, 2010) 
Teacher Robert Anderゲﾗﾐ ｪｷ┗Wゲ ; ゲデ┌SWﾐデ ; けFげ aﾗヴ ; ヮｷWIW ﾗa ┘ﾗヴﾆ ;ﾐS ｷゲ 
subsequently attacked. Fast forward some months and Robert has returned to 
work but has lost his family and now has a drink problem. At work he is taunted by 
his pupils, including his daughter, Kate, with whom he has a strained relationship. 
Robert circulates a report to all the teachers, informing them of increased attacks 
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on teachers at schools by pupils. Robert is warned by headmistress, Sarah Balham, 
of drinking during teaching hours. In a tense altercation with a pupil, Robert gives 
detention to his daughter, Kate. During the detention Robert and Kate have an 
argument and Robert strikes her round the face. Kate reports Robert to the 
headmistress. At the same time, the school comes under attack from unknown 
assailants wearing Hoodies. Robert senses danger, but no one takes him seriously, 
thinking he is delusional and drunk. The faceless Hoodies attack and kill a security 
guard and then the school librarian. When the school security does not take him 
seriously, Robert takes matters into his own hands as the Hoodies continue to kill 
indiscriminately. When Kate is stabbed, Robert faces down a Hoodie and saves her. 
LW;┗ｷﾐｪ デｴW ゲIｴﾗﾗﾉが Hﾗデｴ ヴW;ﾉｷゲW K;デWげゲ ﾏ┌ﾏ ｴ;ゲ ;ヴヴｷ┗WS デﾗ デ;ﾆW ｴWヴ ｴﾗﾏW ;ﾐS ｷゲ 
unaware of the attack and murders. Kate tells Robert she will never forgive him if 
デｴW┞ Sﾗﾐげデ ｪﾗ H;Iﾆ aﾗヴ ｴWヴ ﾏ┌ﾏく ‘ﾗHWヴデ Sヴｷ┗Wゲ K;デW デﾗ デｴW ｴﾗゲヮｷデ;ﾉく  
Harry Brown (Daniel Barber, 2009) 
Retired Royal Marine Harry Brown spends his time between the hospital, visiting his 
terminally ill wife, Kathy, and playing chess with his friend Leonard Attwell in the 
Barge pub owned by Sid Rourke. On the night Kathy dies, Harry is unable to get to 
the hospital in time for fear of using the underpass that is used by the local gang, 
headed up by Noel Winters. Leonard tells Harry that he is being harassed by Noel 
and his gang and that he now carries an old bayonet for self-defence. Harry tells 
him to go to the police. When Leonard is beaten, then stabbed to death in the 
underground passage, Inspector Alice Frampton and her partner Sergeant Terry 
Hicock are sent to investigate. When the police tell Harry the gang would could 
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claim self-defence as Leonard was found carrying a bayonet, Harry decides to take 
matters into his own hands and to serve his own justice. Harry visits the local drug 
dealer to purchase a gun. Whilst there he rescues a young, female drug-addict and 
kills the drug-dealers. Harry kidnaps one of the gang who murdered Leonard and 
uses him to find the other members. Harry confronts the gang in the underpass and 
is wounded. Simultaneously, the police raid the estate and a riot ensures. Frampton 
and Hicock are attacked in their car. Harry rescues both and takes them to his local 
pub. Here Frampton tells him that the landlord, Sid Rourke, is Noel Wintersげゲ uncle. 
In a violent showdown, Noel Winters kills Hicock and attacks Frampton. Harry kills 
Winters. The film closes with Frampton reassigned and Harry walking through the 
underpass.  
Heartless (Philip Ridley, 2009) 
Jamie Morgan is an emotionally disturbed twenty-five-year-old photographer, 
blighted by a port wine birthmark on his face and still grieving for his dead father. 
Living the life of a loner, Jamie lives with his mother, Marion, and works for his 
brother, Ray, and with his ﾐWヮｴW┘が LWWが ｷﾐ ‘;┞げゲ ヮｴﾗデﾗｪヴ;ヮｴ┞ ゲデ┌Sｷﾗく Oﾐ ｴｷゲ ┘;┞ 
home, Jamie is drawn to local graffiti. Following a mysterious Hoodie to the local 
waste ground, Jamie thinks he seems demons. Returning home, Jamie meets his 
new neighbour, A.J. On television that night, there are reports of gangs of Hoodies 
wearing demon masks, killing local residents. During this time, Jamie meets an 
aspiring model, Tia, ;デ ｴｷゲ HヴﾗデｴWヴげゲ ゲデ┌Sｷﾗ ;ﾐS ｷゲ デ;ﾆWﾐ ┘ｷデｴ ｴWヴく Aデ M;ヴｷﾗﾐげゲ 
birthday, Lee gives her an expensive necklace as a present. Walking back from 
┗ｷゲｷデｷﾐｪ ｴｷゲ a;デｴWヴげゲ ｪヴ;┗Wが J;ﾏｷWげゲ ﾏﾗデｴWヴ M;ヴｷﾗﾐ ｷゲ ;デデ;IﾆWS ;ﾐS ゲWデ ;ﾉｷｪｴデ H┞ デｴW 
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HﾗﾗSｷWゲく J;ﾏｷWげゲ ﾏWﾐデ;ﾉ ｴW;ﾉデｴ SWIﾉｷﾐWゲ ;ﾐS ｴW HWﾉｷW┗Wゲ ｴｷゲ ﾏ┌ﾏ ┘;ゲ ﾆｷﾉﾉWS H┞ 
SWﾏﾗﾐゲく J;ﾏｷWげゲ ﾐWｷｪｴHﾗ┌ヴ ｷゲ ;デデ;IﾆWSが ;ﾐS J;ﾏｷW HWﾉｷW┗Wゲ デｴW ゲデﾗﾏ;Iｴ ┘ound was 
made with claws. Jamie is mysteriously contacted and invited to meet Papa B at a 
local council tower block, Cendrillon tower. Papa B, aka the Devil, offers to take 
;┘;┞ J;ﾏｷWげゲ Hｷヴデｴﾏ;ヴﾆが ｷa J;ﾏｷW ┘ﾗヴﾆゲ ﾗﾐ ｴｷゲ HWｴ;ﾉaく P;ヮ; B ゲWデゲ J;ﾏｷW ﾗﾐ aｷヴW ;ﾐS 
when Jamie wakes, he peels back his skin to reveal no birthmark. Jamie is reborn 
and has a new-found confidence, taking Tia out for a date. Jamie is visited by the 
Weapons Man, who works for Papa B. Jamie is instructed to lay a human heart 
outside the local church. Unwillingly, Jamie murders a local male prostitute and cuts 
out his heart. Tia asks Jamie to help her retrieve some items from the safe at 
J;ﾏｷWげゲ HヴﾗデｴWヴげゲ ゲデ┌Sｷﾗく Aデ デｴW ゲデ┌Sｷﾗが J;ﾏｷWげゲ ﾐWヮｴW┘ LWW ;ヴヴｷ┗Wゲ ;ﾐS ｷゲ ;デデ;IﾆWS 
by the local gang. Lee has stolen from the gang and it is revealed Lee persuaded Tia 
to start a relationship with Jamie in order to retrieve the necklace he gave to 
M;ヴｷﾗﾐく J;ﾏｷWげゲ ヴW;ﾉｷデ┞ ┌ﾐヴ;┗Wﾉゲ ;ゲ ｴW HWｪｷﾐゲ デﾗ ┌ﾐSWヴゲデ;ﾐS デｴWヴW ｷゲ ﾐﾗ P;ヮ; Bが ;ﾐS 
he still has the birthmark. P;ヮ; B ｷゲ デｴW ﾉﾗI;ﾉ ｪ;ﾐｪ ﾉW;SWヴが ;ﾐS デｴW HﾗﾗSｷWゲ ;ヴWﾐげデ 
demons, but local youths. After fleeing the gang, Jamie takes on the local Hoodies 
and is killed.  
Ill Manors (Ben Drew, 2012) 
Aaron and Ed are selling drugs when they are caught by undercover police. Aaron 
runs and hides but Ed is arrested and spends the night in jail. The next day, Kirby is 
released from prison and shakes down Marcel for being on his patch. Kirby takes 
M;ヴIWﾉげゲ money and clothes, leaving Marcel to get home in his underwear. Kirby 
visits Chris so that he can restart his drugs business. Jake and his friend want to buy 
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some weed and approach Marcel. Marcel agrees to sell him some, but only if Jake 
attacks his best fヴｷWﾐSく J;ﾆW SﾗWゲ ;ゲ M;ヴIWﾉ デWﾉﾉゲ ｴｷﾏく J;ﾆW ﾃﾗｷﾐゲ M;ヴIWﾉげゲ ｪ;ﾐｪく 
Marcel buys Jake new clothes, they go to a party and Marcel takes him to the 
warehouse where the gang are holding another dealer hostage. Kirby chats up two 
school girls in the local café and persuades them to visit him at home later, telling 
him he is a scout for a fashion photographer. Marcel tells Jake he has to kill 
someone for him in return for all the clothes he has brought Jake. Jake takes the 
gun and goes to the house that night where he kills Kirby and one of the girls. Ed 
has lost his phone and thinks a local heroin user, Michelle, has stolen it. To pay him 
back, Ed sells Michelle for sex at the fast-food restaurants along the high street. The 
school girl Jake shot was the sister of Chris. In revenge, Chris gets Jake to kill Marcel 
then Chris kills Jake. On the train to visit his mother, Aaron sees a young mother, 
Katya, push her baby in the pram on to the train as the doors close. Not knowing 
what to do, Aaron returns home and Ed sells the baby to the couple who manage 
the local pub. Katya has been trafficked into the country as a sex-worker and left 
her baby on the train so that her child could escape the local pimp. Michelle saves 
Katya from the pimps and together they find Aaron so that Katya can be reunited 
with her child. They all go to the pub, but a fire has started upstairs. Ed saves 
K;デ┞;げゲ H;H┞が H┌デ SｷWゲ ┘ｴWﾐ ｴW a;ﾉﾉゲ aヴﾗﾏ デｴW デﾗヮ aﾉﾗﾗヴく A;ヴﾗﾐ デ;ﾆWゲ K;デ┞; ;ﾐS 
Michelle to his social worker. The next day Aaron leaves. Chris is arrested for 




Kidulthood (Menhaj Huda, 2006) 
The film is an ensemble piece that follows the lives of a group of schoolchildren 
over a period of 48 hours. The film opens at school and we are introduced to the 
main characters. Trife is shaping a gun barrel using the school equipment, which we 
later find out is for his Uncle Curtis. One girl, Katie, is bullied both a group of girls 
and by Sam Peel. In a confrontation, Sam tells Trife he had sex witｴ TヴｷaWげゲ W┝-
girlfriend, Alisa. Later that night Katie commits suicide. The students are informed 
デｴW aﾗﾉﾉﾗ┘ｷﾐｪ ﾏﾗヴﾐｷﾐｪ ﾗa K;デｷWげゲ SW;デｴ ;ﾐS ;ヴW ｪヴ;ﾐデWS デｴW S;┞ ﾗaa デﾗ ﾏﾗ┌ヴﾐく TｴW 
teenagers are planning for the party taking place that night. Friends, Trife, Moony 
and Jay, SWIｷSW デﾗ ゲヮWﾐS デｴW S;┞ Sヴｷﾐﾆｷﾐｪ ;ﾐS ゲﾏﾗﾆｷﾐｪ ┘WWS ;ﾐS ｴW;S デﾗ “;ﾏげゲ aﾉ;デ 
デﾗ デ;ﾆW H;Iﾆ デｴW G;ﾏWHﾗ┞ “;ﾏ ゲデﾗﾉW aヴﾗﾏ デｴWﾏ デｴW ヮヴW┗ｷﾗ┌ゲ S;┞く “;ﾏ ｷゲﾐげデ デｴWヴW 
;ﾐS J;┞ ｴ;ゲ ゲW┝ ┘ｷデｴ “;ﾏげゲ ｪｷヴﾉaヴｷWﾐSく “;ﾏ ヴWデ┌ヴﾐゲ ;ﾐS a fight ensues, with the gang 
beating Sam and stealing his weed before fleeing. Alisa and Becky decide to spend 
デｴW S;┞ デﾗｪWデｴWヴく Aﾉｷゲ; ｷゲ ヮヴWｪﾐ;ﾐデ ┘ｷデｴ TヴｷaWげゲ H;H┞く TｴW┞ Hﾗデｴ Sヴｷﾐﾆ ;ﾐS デ;ﾆW 
IﾗI;ｷﾐW HWaﾗヴW ｴW;Sｷﾐｪ デﾗ BWIﾆ┞げゲ ゲﾗﾏWデｷﾏW Hﾗ┞aヴｷWﾐSく BWIﾆ┞ ヮWヴaﾗヴﾏゲ ﾗヴ;ﾉ ゲW┝ ｷﾐ 
return for drugs. They both head to the west end to shop for a dress for the party. 
Jay, Trife and Moony also head to the west end, where all three are asked to leave 
a shop under suspicion of shoplifting. Trife heads to see his uncle. Moony and Jay 
meet up with Becky and Aﾉｷゲ;く J;┞が デｴｷﾐﾆｷﾐｪ デｴW H;H┞ ｷゲ “;ﾏげゲが デWﾉﾉゲ Aﾉｷゲ; デｴ;デ TヴｷaW 
SﾗWゲﾐげデ ┘;ﾐデ ;ﾐ┞デｴｷﾐｪ デﾗ Sﾗ ┘ｷデｴ ｴWヴく Aﾉｷゲ; ｴW;Sゲ ｴﾗﾏWが ﾉW;┗ｷﾐｪ BWIﾆ┞ ┘ｷデｴ Mﾗﾗﾐ┞く 
TヴｷaWが ﾐﾗ┘ ┘ｷデｴ ｴｷゲ UﾐIﾉW C┌ヴデｷゲが ｷゲ ヮヴWゲゲ┌ヴｷゲWS H┞ C┌ヴデｷゲ デﾗ I┌デ ; Sヴ┌ｪ SW;ﾉWヴげゲ a;IWく 
Trife does, but runs out, mortified with his actions. At the party, Alisa and Trife talk 
and agree to resume their relationship. Trife believes he is the father of the baby. 
 466 
Sam arrives looking for vengeance and attacks Trife. Jay and Alisa try to intervene 
H┌デ ;ヴWﾐげデ ゲデヴﾗﾐｪ Wﾐough. Sam hits Trife with a fatal blow to the stomach and Trife 
SｷWゲ ｷﾐ Aﾉｷゲ;げゲ ;ヴﾏゲく  
Piggy (Kieron Hawkes, 2012) 
Joe has mental health issues lives a reclusive life despite working and living in 
London. He re-establishes his relationship with his brother John. On a night out, 
John is murdered. Joe, unable to cope, returns to his reclusive habits. One night, 
Pｷｪｪ┞ デ┌ヴﾐゲ ┌ヮ ;デ JﾗWげゲ aﾉ;デ W┝ヮﾉ;ｷﾐｷﾐｪ ｴW ┘;ゲ aヴｷWﾐSゲ ┘ｷデｴ Jﾗｴﾐ ;デ ゲIｴﾗﾗﾉく Aゲ デｴWｷヴ 
friendship grows, Piggy convinces Joe to seek revenge and kill the gang members 
┘ｴﾗ ┘WヴW ヴWゲヮﾗﾐゲｷHﾉW aﾗヴ Jﾗｴﾐげゲ ﾏ┌ヴSWヴく TﾗｪWデｴWヴが JﾗW ;ﾐS Pｷｪｪ┞ デヴ;Iﾆ Sﾗ┘ﾐ W;Iｴ 
member and exact revenge. Joe begins to have doubts and after a showdown with 
Pｷｪｪ┞が デｴWヴW ｷゲ ; ヴW;ﾉｷゲ;デｷﾗﾐ デｴ;デ Pｷｪｪ┞ ｷゲﾐげデ ヴW;ﾉく B┌デ デｴWヴW ｷゲ ﾗﾐW ﾉ;ゲデ ｪ;ﾐｪ ﾏWﾏber 
デﾗ ﾆｷﾉﾉ ┘ｴﾗ ｷゲ ﾐﾗ┘ ｷﾐ ヮヴｷゲﾗﾐ aﾗヴ Jﾗｴﾐげゲ ﾏ┌ヴSWヴく JﾗW ｪﾗWゲ ｷﾐデﾗ ; ﾉﾗI;ﾉ ヮ┌H ;ﾐS 
randomly attacks a drinker. The film closes with Joe entering prison.   
Summer Scars (Julian Richards, 2007) 
A group of teenage friends, Bingo, Paul, Ben (who has been left crippled by a 
joyriding accident), Jonesy, Mugsey and Leanne play truant from school to spend 
the day in their woodland lair. Paul and Ben are riding on their motorbike when 
they accidently knock down a man in the woods. They drive off. The man, whose 
name is Peter, is not hurt, locates the gang and begins to ingratiate himself into the 
aヴ;デWヴﾐｷデ┞ H┞ ;ゲﾆｷﾐｪ aﾗヴ デｴW ｪ;ﾐｪげゲ ｴWﾉヮ ｷﾐ aｷﾐSｷﾐｪ ｴｷゲ Sﾗｪが JWゲ┌ゲく TｴW ｪヴﾗ┌ヮ ｷﾐｷデｷ;ﾉﾉ┞ 
welcome Peter. He encourages the boys to spy on a couple copulating in a car 
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nearby, and joins the boys in throwing stones at the car before they all run off. 
Peter also defends the gang against two older bullying lads and teaches the gang 
military manoeuvres so that they can defend themselves. 
However, as the narrative progresses, the more volatile Peter becomes. He begins 
psychologically abusing the gang in a game of divide and rule, relying on emotional 
Hﾉ;Iﾆﾏ;ｷﾉ ｷﾐ W┝ヮﾉﾗｷデｷﾐｪ BWﾐげゲ Sｷゲ;Hｷﾉｷデ┞ ｷﾐ ﾏ;ｷﾐデ;ｷﾐｷﾐｪ ｴｷゲ Iﾗﾐデヴﾗﾉ ﾗa デｴW ｪ;ﾐｪく Bｷﾐｪﾗ 
escapes. The emotional abuse increases as Peter becomes overtly threatening, 
humiliating the boys sexually and blackmailing Leanne to strip for him. Bingo 
returns and shoots Peter in the neck. The group run off, initially leaving the crippled 
Ben. Peter dies and the gang, now including Ben, regroup on their estate and agree 
to keep events secret to protect Bingo.  
The Disappeared (Johnny Kevorkian, 2008) 
M;デデｴW┘ ‘┞;ﾐげゲ ﾉｷaW ｷゲ SW┗;ゲデWS ;aデWヴ デｴW Sｷゲ;ヮヮW;ヴ;ﾐIW ﾗa ｴｷゲ ┞ﾗ┌ﾐｪWヴ HヴﾗデｴWヴが 
Tom. Released from hospital where he has been treated for depression, Matthew 
ヴWデ┌ヴﾐゲ ｴﾗﾏW デﾗ ﾉｷ┗W ┘ｷデｴ ｴｷゲ a;デｴWヴが J;ﾆWく J;ﾆW Hﾉ;ﾏWゲ M;デデｴW┘ aﾗヴ Tﾗﾏげゲ 
disappearance because Matthew was charged with looking after him the night Tom 
went missing. On returning home, Matthew looks through a box of press cuttings 
and video tapes, one of which has a recording of the police request for information 
ﾗﾐ Tﾗﾏく Pﾉ;┞ｷﾐｪが M;デデｴW┘ ｴW;ヴゲ Tﾗﾏげゲ ┗ﾗｷIWく HW ヮﾉ;┞ゲ デｴW デ;ヮW aﾗヴ ｴｷゲ a;デｴWヴが H┌デ 
ﾐWｷデｴWヴ ｴW;ヴ Tﾗﾏげゲ ┗ﾗｷIW ;ﾐS J;ﾆWが ﾐﾗ┘ ┗ｷゲｷHﾉ┞ ;ﾐｪヴ┞が HWｪｷﾐゲ デﾗ HWﾉｷW┗W M;デデｴW┘ 
ｴ;ゲﾐげデ ヴWIﾗ┗WヴWSく M;デデｴW┘ SWIｷdes to uncover what happened to Tom and 
befriends a girl next door, Amy. Matthew begins to see Tom through the flat 
window and continues to hear his voice. Matthew also starts having nightmares 
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┘ｴWヴW ｴWげゲ H┌ヴｷWS ;ﾉｷ┗Wく Aﾏ┞ ゲ┌ｪｪWゲデゲ ｴW ┗ｷゲｷデゲ デｴW ﾉﾗI;ﾉ ﾏWSｷum, Melissa. As the 
ｴ;┌ﾐデｷﾐｪゲ WゲI;ﾉ;デWが M;デデｴW┘げゲ ゲデ;デW ﾗa ﾏｷﾐS SWデWヴｷﾗヴ;デWゲく WｴWﾐ “ﾗヮｴｷWが デｴW ┞ﾗ┌ﾐｪ 
ゲｷゲデWヴ ﾗa M;デデｴW┘げゲ aヴｷWﾐS “ｷﾏﾗﾐ ｪﾗWゲ ﾏｷゲゲｷﾐｪが M;デデｴW┘ ヴW;ﾉｷゲWゲ ｴW ﾏ┌ゲデ ゲﾗﾉ┗W デｴW 
ﾏ┞ゲデWヴ┞ ゲﾗﾗﾐく “ｷﾏﾗﾐ ｪWデゲ ;ﾐｪヴ┞ ┘ｷデｴ M;デデｴW┘ ;ﾐS デWﾉﾉゲ ｴｷﾏ デｴ;デ ｴW Iﾗ┌ﾉSﾐげt have 
visited Melissa the medium, as she and her daughter had died in a fire some years 
previously. Matthew, now distressed, follows some supernatural clues and visits his 
social worker, Adrian Ballon, and then a local underground structure under the 
railway arches. Here he finds Sophie. Simon follows him but is killed by Adrian 
Ballon who is responsible for the child disappearances and murders. Matthew finds 
the remains of his brother, who was also a victim of Ballon. Ballon has disappeared. 
Matthew finds out that Amy had committed suicide a year previously.  
The Selfish Giant (Clio Barnard, 2013) 
LﾗﾗゲWﾉ┞ ;S;ヮデWS aヴﾗﾏ ; ゲｴﾗヴデ ゲデﾗヴ┞ H┞ OゲI;ヴ WｷﾉSWが Cﾉｷﾗ B;ヴﾐ;ヴSげゲ The Selfish Giant 
is a social realist tale of two young friends, Arbor and Swifty. Living an almost 
bucolic existence of a hand-to-mouth survival, both are excluded from school when 
Arbor gets into a fight defending Swifty. Left to pursue their true vocation, the two 
friends roam around the town scavenging and stealing metal objects to sell for 
scrap. Striking up a friendship with a local and crooked scrap dealer, Kitten, Arbor 
and Swifty begin collecting scrap metal for him by riding around town on a horse 
and cart. Kitten sees how Swifty has a natural gift with horses and encourages him 
to ride in local gypsy races. Arbor, who emulates Kitten, feels hurt and excluded, 
;ﾐS ｷゲ Wﾐ┗ｷﾗ┌ゲ ﾗa KｷデデWﾐげゲ ﾆｷﾐSﾐWゲゲ デﾗ┘;ヴSゲ “┘ｷaデ┞く AヴHﾗヴ SWIｷSWゲ デﾗ ゲデW;ﾉ ヮｷWIWゲ ﾗa 
scrap from Kitten and sell them on, along with other scrap to another dealer. When 
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the plan backfires, Kitten finds out and threatens Arbor into stealing high voltage 
electric cables to make up for his actions. Not fully aware of the dangers of cutting 
high voltage wire, Arbor cuts the wire and Swifty helps to lift it, resulting in Swifty 
being killed by electrocution. Arbor is devastated and Kitten is arrested, admitting 
ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ゲﾗ デｴ;デ AヴHﾗヴ I;ﾐ WゲI;ヮW HWｷﾐｪ Iｴ;ヴｪWSく AヴHﾗヴ ゲｷデゲ ﾗ┌デゲｷSW “┘ｷaデ┞げゲ 
ｴﾗ┌ゲW ┌ﾐデｷﾉ “┘ｷaデ┞げゲ ﾏﾗデｴWヴ ;ﾉﾉﾗ┘ゲ ｴｷﾏ デﾗ ｴ┌ｪ ｴWヴく Iﾐ ; aｷﾐ;ﾉ ゲIWﾐWが AヴHﾗヴ デ;ﾆWゲ I;ヴW 
of the horse Swifty adored.  
 
 
